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Abstract 
This thesis explores the phenomena of place and identity in the visual artistic 
practices of four artists and myself. Using narrative case study and autoethnography, three 
research questions were investigated and answered:  
 1. What can be understood about each artist’s account of place and identity? 
 2. How do the artists encounter, use, or draw on, themes of place and identity in 
their creative practice, products, and thinking?  
 3. In what ways do the artists’ places influence their constructions of identity? 
Methods and techniques used to investigate these questions were interview, observation 
and artefact analysis.  
 Hermeneutic philosophy was compatible with the investigation of individual insights 
and experiences of five artists due to its focus on the interpretation of verbal and non-verbal 
communication. Methodologies of qualitative narrative research were used to foreground 
artists’ explanations and interpretations of their own artworks and encourage storying of 
themselves. I investigated my own place, identity and artistic practice through 
autoethnography.  
 Heidegger’s contribution to place philosophy is discussed as this along with other 
theories contributed to notions of place as experience. Notions of space and place are 
reviewed that include historical developments such the spatial turn. This turn challenged 
the way space and place were understood within disciplines and inspired a turn toward 
more interdisciplinary understandings of place and space. Geography moved toward a 
critical geography that included humanist geography, socialist and cultural geography 
(Peake, 2014) and led to the modern notion that people help create spaces and places.  
 Identity theories are explored to show how identities form and construct as a result 
of personal, social, cultural, relational and other influences. Artists and their practices are 
positioned in a dialogic relationship as places form identities and identities form places. 
This study sought to understand how this relationship was played out in artistic practice. 
 Multiple, personal insights that each of the five artists expressed about place, 
identity and his/her artistic practice became understood through thematic narrative 
analysis. As researcher and one of the artists in the study, I engaged in a hermeneutic 
spiral that took me deeply into understanding similarities and differences between my own 
and each of the four artist-participant’s experiences and insights.  
 Each artist expressed his or her unique embodied understandings of place and 
identity in the context of his or her visual artistic practice. Past place experiences influenced 
the kind of places that each artist chose to be in or chose to explore in his/her art. As such, 
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the kinds of materials, techniques and mediums he or she explored related to his/her 
places and identities.  
 Each artist experienced place as a physical location as well as a sensory 
experience. Being in a locale engaged in artistic practice triggered ideas, emotions, feelings 
and memory about other places. This highlighted the important dimension of being in a 
locale and also the “here” and “there” experiences of being in or contemplating place. The 
“here” was where the artwork tended to be created, but the “there” were places some artists 
had experienced or places they were creating their art for - such as galleries. Themes that 
related to travel, changing places, feeling a part of places, on the fringe of places or outside 
of places emerged. For one artist, his identity was tied up with being known as a 
“Melbourne painter.” Another artist embodied the identity of an “Australian artist” but also 
worked to create a new notion of Australian art and Identity as Australian artist.  
 The findings contribute to the understanding of place and highlight how art and 
artistic practice are forms of place-making and place-based research. Understanding 
artistic practice as place and identity research adds to the discourse on the use of arts 
practice as research methodologies. Such insights into artistic practice through the lens of 
place and identity may be used to inform arts policy; My hope is that just as identity and 
place are valued for their centrality in Australian Indigenous art, place and identity can also 
be valued when judging and assessing art of other cultures. As a way forward, a list of 
artistic place experiences are provided that are currently being developed into teaching and 
learning modules for art students and pre-service teachers. 
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Chapter 1 
Prologue 
 
“Only through an exploration of the notion of place 
will the significance of place itself come to light” 
(Malpas, 1999, p. 16) 
 
It was a warm day in the Melbourne suburb of St Kilda, Victoria, Australia, when I 
arrived at Linden,1 an historic house and art gallery. I had been invited to the performance, 
installation and art exhibition of the artist Martha McDonald.2 As the audience gathered on 
the front lawn of the two-storey property, McDonald appeared on the veranda and began 
her performance. Whilst singing folk songs from her ancestral place of North America, she 
performed a story of the woman who once lived in Linden, in the 1800s.  
McDonald re-enacted scenes in which the woman was pining for her husband who 
had not returned from his travels abroad, and was therefore presumed dead. Wearing a 
black mourning dress, which the artist had knitted, McDonald led the audience through the 
house, reciting prose, singing, and weaving textile pieces. With her lilting American accent 
and expressive account of the story, it was not hard to imagine that the performance was 
about her own pining for another land or loved ones, interchanged with the story of the 
woman who had once lived in this house. McDonald’s memories of her home in 
Pennsylvania were in the text of her songs and prose, and this reinforced the theme of 
place.3 
Performing and creating in the heat of the day, and dressed in her heavy, black 
woollen dress, made McDonald sweat. Her discomfort reminded me of the impracticalities 
of the Victorian dress style under the harsh Australian sun. I was relieved for her when she 
shed the dress at the end of the performance, revealing her underclothes of contemporary, 
colourful leggings and singlet. Wearing this “undergarment,” which passed as contemporary 
street-wear, she took off down the street into the busy and vibrant Acland Street café 
precinct of St Kilda.  
                                                
1 Linden is a historic house built in St Kilda, in 1870. It was built for “Moritz Michaelis, a German born Jewish 
merchant. It remained in the Michaelis family until 1957 and was purchased by the St Kilda City Council in 
1983 for use as a community art gallery” (http://www.onmydoorstep.com.au/heritage-listing/1089/linden). 
2 Martha McDonald’s art work and performances can be seen on her web page: http://craftvic.org.au/whats-
on/exhibitions/martha-mcdonald-the-weeping-dress. 
3 When referring to “place” as a phenomenon to be studied rather than an adjective (to place, placing, etc.), I 
will use italics throughout this thesis. 
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This departure from the theatre of Linden was an interesting turn in the performance; 
not only was it a way of marking the conclusion of her performance, but it contrasted with 
the place into which we, the audience, had been led. We had been in a place that 
McDonald had played a part in creating through her performance and installations. We had 
been led into intimate spaces of the historic house and, crowding around her performances, 
had been transported to another time and place. This made me aware of how we are 
situated in contemporary life but, through art, can be transported to another place.  
For many weeks after McDonald’s performance, I thought about the layers of meaning 
in her artwork. Not only was she using her skill and ability as a textile artist to create and 
link her art to historical female arts and crafts, but also metaphorically weaving her story 
and song across time, places and spaces (rooms). McDonald had thoroughly researched 
this place (Linden) and all it encompassed, so that she could tell a multi-layered story of 
this woman, house and place.  
Being part of McDonald’s audience had been a crystallising moment for me as I, too, 
had been exploring issues of place, heritage, self and the Victorian dress, through my 
visual artistic practice. My artwork had in recent years stemmed from my experience of 
migrating to Australia from my homeland of New Zealand in 1996. I had created surrealist 
paintings that featured the Victorian dress in landscapes or places that I had invented, and 
that were inspired by various landscapes I was experiencing or anticipating and “being in” 
as a new Australian. I was fascinated by the similar themes in our art and the different ways 
in which we had explored visual motifs such as the Victorian dress, pattern (weaving), 
place, and identity.  
 
1.1    The dress, place and identity 
 
My interest in the Victorian hoop dress can be traced back to the times, spaces and 
places of my childhood. Two memories from my childhood were watching period dramas on 
television and studying the illustrations of ball dresses in Cinderella books. Through years 
of artistic practice as an adult, “the dress” had become a common feature in my paintings 
and sculptures.  
I had come to understand the dress in my artworks not only as metaphoric of my 
identity encompassing childhood interests but also as images derived from the clothing of 
female ancestors observed in family photographs. The stories of these female ancestors 
were set in places that I was familiar with, such as family farms or historically preserved 
housing, parklands, and public spaces of Wellington, New Zealand. Growing up in an old 
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part of Wellington, and living in an Edwardian-style house, had lent itself to imagining these 
female ancestors living in similar places to me. Now living in Australia, the dresses in my 
artwork connected me to a great-great-grandmother who had lived in Tasmania.4 This 
Australian connection, through an ancestry bound in imagery and stories, was fundamental 
to me feeling connected to place and having a sense of belonging in Australia.  
One example of this is my painting Options (Figure 1), which I painted in 1997 after I 
decided to stay in Australia. Having met my Australian husband, this painting symbolised a 
stage of my life during which I was contemplating becoming an Australian citizen. 
Remnants of a previous home in Bruges, Belgium, are featured in the Flemish influences of 
the interior space; the bird represents my spiritual self, which is linked to my female 
ancestors. In this painting, however, the bird is a kookaburra – symbolising my future place 
and identity as an Australian. 
	  
 Figure 1: Options, 1997, oil on canvas by S. Hannigan 
	  	  	  	  
I commenced this research project aware that ways in which I created my art, and my 
artworks themselves, reflected my experience of being in place and recalling other places. 
I’d created paintings about places in parts of Australia that I’d invented from stories I had 
                                                
4 Tasmania is the most southern state of Australia and is also an island. 
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heard, images of the outback, and my imagination. These latter paintings (see Bird Party, 
Figure 2; Three Graces, Figure 3) reflected my fascination with the expansiveness of 
Australia and its unique colouring. I made paintings of my home place of Wellington, New 
Zealand while being there, as well as reflecting on Wellington from my studio in Australia. I 
realised that my experience of place through art was about being in a locale at any one 
time, but also about drawing on memory and imaginative thinking that referenced other 
places.  
This process of gathering different places together through my artistic practice was at 
the same time a way for me construct my identity.  
 
 
 Figure 2: Bird Party, 1996, oil on canvas by S. Hannigan 
 
 
 
 Figure 3: The three graces, 1998, oil on canvas, by S.Hannigan 
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My artistic practice has been vital to me being able to process a sense of 
displacement in my new home (Geelong, Australia), and homesickness for my old home 
(Wellington, New Zealand). My feelings about my places and my ever-changing self drove 
me to create art about these changes. One painting that encompasses this was Train to 
Plimmerton (Figure 4), which was painted in both Wellington and Melbourne. My initial 
interpretation of this painting was that it depicted myself and others on a train journey that 
was occasionally taken to my grandparents’ farm. Having learnt recently that my 
grandmother took me away for two months so my mother could deal with the birth of her 
third child, I realised that the painting could equally represent the habit in my childhood of 
travelling to stay with my grandmother. This journey occurred most holidays throughout my 
childhood, and, due to the close bond I had with my grandmother, it included an emotional 
journey from one home place to another. The process of painting and then interpreting my 
art helped me to understand that journeys between places became an important feature of 
my life, which can be traced back to these routines of my childhood.  
Train to Plimmerton (Figure 4) depicted the exterior scene of Wellington Harbour with 
Sommes Island in the background and Oriental Bay to the right. This is a familiar scene to 
me, having frequently observed it during the first 18 years of my life living in and around 
Wellington. Like the scene inside the carriage, the external scene was committed to 
memory as a formative image of a happy life in Wellington. I was compelled to paint these 
images rather than write about them, and my recognition of this compulsion led to my 
interest in how artistic practice and thinking in the visual arts accesses experiences of 
place, and how this leads to constructions and understandings of identity. 
 
   
 Figure 4: Train to Plimmerton, 2003, oil on canvas, by S. Hannigan  
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Many individual Australian artists overtly explore place and identity in their work. 
Carmel Wallace5 uses found objects from the environment and creates sculptural pieces 
and installations from these materials to convey environmental concerns. Her interest in 
place and artistic practice leads her to investigate bioregions6 near where she lives. Phillip 
Doggett-Williams7 explores personal and political issues of place and identity from the 
perspective of an Australian child of migrant parents. He incorporates the effects of 
Catholicism and political issues that pervade his experience of place in relational ways. 
Darren McGinn’s8 approach to exploring place is to construct miniature caravans, sheep, 
and houses as commentary on the contemporary trends in Australian urban development. 
He is particularly concerned about the proliferation of large suburban houses that are not 
environmentally sustainable. 
The diverse ways in which artists explore place include overt and conscious projects 
about place, but also subconscious and coincidental explorations of place and identity. 
These artworks emerge from practices whereby what is done and what is said (Couldry, 
2010) are important to understanding them. 
 
1.2    The study 
 
As people are always in places, and artists so often explore lived experiences through 
art, place and identity can play an important role in visual artistic practice. Dear (2011a) 
supports this view, finding that “most artists readily concede the significance of place in the 
creative process” (p. 9). Sullivan (2005) notes that there is an “emphasis on identity 
construction in the visual arts, as artists in particular search for self and place” (p. 172). In 
an Australian context, this is evident through exhibitions that focus on place and identity 
such as Home & Away: Place and identity in recent Australian art (Shepparton Art Gallery, 
2003); Spaced: Art out of place (Freemantle Arts Centre, 2012); and the annual Australian 
video art program Sense of place.9 Publications about art projects that explore place, such 
as The Stony Rises Project (see Byrne et al., 2010) show the valuable contribution that 
artists make in documenting place and re-assessing contemporary identities with places. 
                                                
5 Carmel Wallace is an artist based in Portland. Her website is available at carmelwallace.com 
6 Bioregions refer to the particular flora, fauna, and geological characteristics of particular regions. Carmel 
Wallace, for example, explores the bioregion near Portland in Victoria in her arts-led research (see Wallace, 
1998).  
7 Phillip Doggett-Williams is a Melbourne/Geelong based artist. His website is available at 
http://phillipdoggettwilliams.com.au/ 
8 McGinn is discussed on the internet post available at http://artingeelong.com/2010/12/29/identity-and-
community-vs-non-place-%E2%80%93-darren-mcginn/ 
9 This is an annual set of exhibitions that are supported by the Australian Council For The Arts and other key 
sponsors. PDF downloaded from http://www.casulapowerhouse.com/exhibitions/sense-of-place.aspx 
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* 
The current research investigated the ways in which five artists, including myself, 
explored place and identity in their artistic practice and the ways in which visual artistic 
practices provided insight into place and identity. It investigated how artists’ identities and 
experiences of place informed their artistic practices. Rather than curate an exhibition, or 
assemble works of artists who had consciously explored place and identity, I invited the 
participation of four artists whose work did not overtly do this. I wanted to learn if, how, and 
why they explored place and identity in their work as part of their normal everyday practice. 
It was therefore not a requisite that artist-participants engaged in projects that were about 
place and identity in their artwork or practice. 
 
1.2.1    Identity and the region 
 
Living an hour’s drive west of Melbourne, and travelling a further two hours west to 
work in the regional town of Warrnambool for seven years, had resulted in me forming an 
attachment to this part of Australia. When inviting artist-participants to participate in the 
study, I considered for inclusion artists who also had connections to this region. 
In addition to being an artist, I worked as an art educator in this region. I had 
previously worked as a creative arts therapist for three years in a hospital. I therefore 
embarked on the research interested to see how the findings could inform art education 
and creative art therapy from the perspectives of artists who knew this place.  
 
1.2.2    Researching the phenomena of place and identity  
 
I have introduced how important place and identity has been to my artistic practice. 
The concept map (Appendix A) also shows how my own experiences as artist led me to 
explore the phenomena of place and identity in visual artistic practices. The combination of 
place and identity is arguably an ancient one, which in Australia has been long associated 
with Indigenous culture and art. I found that hermeneutic philosophy, as well as the 
philosophy of Deleuze and Guattari (2004), offered insights into understanding this 
interconnection of place and identity. These philosophical views are discussed in Chapter 
2. I also identify gaps in philosophical thinking and the operationalisation of place (Hubbard 
et al., 2004) by certain disciplines that have hindered understandings of the interconnection 
of place and identity. I value the hermeneutic and Deleuzian perspectives that place and 
identity derive from experience. I also explore the alternative ways in which scholars (e.g., 
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Bachelard, 1994; Casey, 1993, 1997, 2001, 2005; DeLanda, 2011, 2012; Ingold, 2013a, 
2013b; Malpas, 1999, 2006, 2008, 2009, 2010, 2012) and artists explore place/identity 
experiences in innovative and experiential ways.  
When addressing the parameters of place and identity within the context of the 
development of artistic thought and practice, three questions became paramount:  
1. What can be understood about each artist’s account of place and identity?  
2. How do the artists encounter, use, or draw on, themes of place and identity in their 
creative practice, products, and thinking? 
3. In what ways do the artists’ places influence their constructions of identity? 
 
A hermeneutic approach to doing research was adopted in order to value the diverse, 
unique, and individual ways in which each artist-participant experienced place and identity. 
Artists are useful to research these phenomena because they tend to challenge rules and 
boundaries and are, arguably, likely to explore and think in unconventional ways (Becker, 
2008). These qualities of artists were important considerations, as separations of place and 
identity have occurred in Western history, and have led to a domination of thinking spatially 
in philosophy and theory, rather than with place (Casey, 1997). Thinking place, as 
McDonald and I do in our artistic practices, is more about experience and less about space, 
boundaries, and containment. The creative, inventive, and unconventional aspects of visual 
artistic practices offer unique perspectives through which the phenomena of place and 
identity can be explored and better understood, perhaps because artists are central to their 
work and practice and “find inspiration in real life” (Csikszentmihalyi, 1996, p. 85).  
 
1.2.3    Introduction to the methods used 
 The research plan involved interviewing four artist-participants three times each. The 
interview questions are provided in Appendix B. Over the course of the next two chapters, 
the research questions that informed the interview questions become more refined as the 
philosophical and theoretical reviews clarify terms of reference and identify further 
questions for the research topic.  
 Each of the four artists’ practices, were explored through interviews, observations 
recorded as field notes, and other sources (e.g., Internet searches, exhibition catalogues, 
etc.). These data helped form the four holistic narrative case studies. Each artist was asked 
to select five of his or her own artworks that best encompassed place and identity, in order 
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to show and discuss these during the second of three interviews. This was not arts 
practice-based research but art-led research, because the artists had already created this 
art. 
 Through narrative thematic analysis, a narrative account was written from the 
transcripts of the interviews and the other data that emerged from my observations, field 
notes, Internet searches and exhibition catalogues.  
To complement the four case studies, I wrote an autoethnography in order to explore 
the phenomena of place and identity as it existed in my own thinking and artistic practice. I 
sent this off to four informants to read and provide feedback, before finalising my 
autoethnography. These four autoethnographic-informants knew me and also knew my 
home city of Wellington and my adopted home of Victoria, Australia. As my 
autoethnography was written in conjunction with undertaking the four narrative case 
studies, an arts-informed, narrative, and holistic insight into the phenomena of place and 
identity was revealed. This was a reflexive project as is indicated by the concept map in 
Appendix A. 
1.2.4    Description of a visual artist 
The criteria for the inclusion of the four artists as participants, was to include two male 
and two female participants, with one participant of each gender being a migrant. The 
decision to include two participants of each gender was made in order to investigate 
potential differences between the genders and people of different place-origins who lived in 
the same region of Australia.  
The definition for a “visual artist” was based on those stipulated by: The Australian 
National Association of Visual Artist’s (NAVA), The Australia Council for The Arts and 
Australian Bureau of Statistics (ABS). One of NAVA’s (2012) definitions of a professional 
visual artist provided a list of conditions, including that visual artists are “seeking to build a 
reputation as a professional artist”; “making regular attempts to bring his/her work to the 
public or relevant market” and are “having regular public exhibitions of his/her art work” 
(n.p.). It also stated that artists should be attempting to sell their work and gaining grants or 
sponsorship. Recent research shows that of a total of 124 artists:  
Only 41 individuals (33%) indicated that they were full-time artists. The remainder 80 
persons or 65% had other jobs. Two percent had not responded to this question. In 
their second jobs, artists worked as teacher, university faculty, secretary, baker, 
kitchen worker, librarian, office manager, hospital technician, house-cleaner, and 
exterior painter. Among the full-time artists, many mentioned they can afford being 
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artists because they have pension funds, social security benefits, or their spouse’s 
support. (Poorsoltan, 2012, p. 87)  
NAVA’s criteria indicated that they regarded serious visual artists to be those living 
from their work, yet as many artists choose to make conceptual installations rather than art 
that is saleable, I chose to eliminate this criterion from my requirements for artist-
participants, preferring instead the more inclusive definition suggested by UNESCO: 
Any person who creates or gives expression to, or recreates works of art, who 
considers his artistic creation to be an essential part of his life, who contributes in this 
way to the development of art and culture and who is or asks to be recognized as an 
artist, whether or not he is bound by any relations of employment or association. 
(UNESCO, 2011) 
 
Potential artists were sourced through the arts community and through visiting 
exhibitions and websites. I then invited four artists who fitted the criteria outlined above and 
lived in the region in which I lived and worked, to participate in this study. 
 
1.2.5    Visual artefact 
 
In addition to the above conditions of what constitutes a visual artist, I considered 
what a visual artefact is. This was an important consideration given that artists were asked 
to bring to the second interview a maximum of five artworks to show and discuss. I was 
aware that visual art does not have to be a material artefact, because visual art includes 
installation art, conceptual art and performance art. This means that the viewer, the event, 
the place where the art happens etc. together become the art experience. Heinich (2014) 
points out that “the artwork is no longer exclusively the actual object proposed by the artist, 
but rather the whole set of operations, actions, interpretations, etc., brought about by this 
proposition” (p. 35).  
Art is perhaps different from other objects or happenings because a work of art is the 
result of the intention of the creator (Turchi, 2004). This means that an artefact becomes an 
artwork not simply by the artist imagining a picture of a painting, but through “intentional 
behaviour” that leads to things “that have had work done to them” (Brook, 2008, p. 100). 
Eisner (2008) suggests that the artist’s intention is revealed through “the expressive 
character of the total array of qualitative relationships” that emerges from the exploration of 
techniques, skills, and materials, as media (p. 5). I think it important to consider that there 
are many stakeholders involved in the art world who determine what art is (see Becker, 
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2008; Danto, 1999; Dickie, 1984). There are also debates about how much control the artist 
has over his/her artwork given that art is regarded by some theorists as social (see Heinich, 
2014; Schatzki, 2014; Zembylas, 2014).  
My intention was not to make quality judgements of the artwork nor did I have a 
preference for artefacts, installation or performance art. I was also open to the work being 
conceptual, social (relational and or community–based) and/or personal. The artists’ 
intention was most important to learn about within the context of how place and identity had 
inspired their work; how places had inspired their identities as artists; and how their 
identities as artists or to places may have determined the kind of places they chose to be in 
or explore through their art.  
 
1.3    Summary  
 
The next chapter introduces hermeneutic philosophy, which underpins the study as a 
whole and informs the majority of place philosophies. Theories of place and identity are 
discussed along with suggestions of how art, artists, and artistic practices relate to place 
and identity.  
This discussion leads into Chapter 3, which provides the methodological 
considerations of the research project and explains the methods used. 
Chapters 4–7 provide the four narrative accounts of each of the four artist-
participants. Chapter 8 encompasses my autoethnography, and Chapter 9 is the final 
chapter, within which findings, conclusions, and recommendations are provided. 
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Chapter 2 
Literature review: Place and identity 
 
2.0    Introduction 
This study sought to understand the role of place and identity in artistic thought and 
practice. In the process of developing the following theoretical review, I identified what was 
known and not known about place, identity and artistic practice. The following research 
questions emerged from doing this:  
1. What can be understood about each artist’s account of place and identity?  
2. How do the artists encounter, use, or draw on, themes of place and identity in their 
creative practice, products, and thinking? 
3. In what ways do the artists’ places influence their constructions of identity? 
The first section of this chapter explores the meaning of the term place. A review of 
hermeneutic philosophy foregrounds this section as hermeneutic philosophy was found to 
be central to the way most place scholars theorised place in connection to human 
experience. This review of hermeneutic philosophy is important as it informed the 
methodology used to investigate artists’ notions of place and identity, which in turn 
provided answers to the above questions. This first section of the chapter also leads into a 
discussion of historical and contemporary accounts of place drawn from philosophical 
thinking, social, geographic, and psychological perspectives of place.  
The second section of the chapter is a review of identity theories that stem from 
social and psychological views and help offer insights into the relationship between identity 
and place.  
The third section discusses different insights into visual artistic practices and 
highlights ways in which place and identity have affected, or been informed by, artistic 
practice. This discussion leads to the emergence of Research Question 2, and the many 
ways in which individual artists might answer this question.  
This theoretical review will help contextualise all three research questions, as it will 
provide insights into a range of possibilities in relation to what and where artist’s places 
might be and a range of ways in which place and identity can be explored through art. 
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These three key aspects of the research are provided in Figure 5 to show how they are 
understood as interconnected. 
 
 Figure 5: The interconnection of place, identity and artistic practice. 
  
 
For grammatical clarity, when providing examples of artists in general (not the 
specific artist-participants of this study), they will be identified as female.  
 
2.1    Philosophies of place 
 
Heidegger’s work has underpinned many theories of place because the focus of much 
of his writing is on the meaning of being, and considerations of spaces and places in which 
people dwell (1953/1996). Aspects of Heidegger’s work and theories from those who have 
expanded or critiqued his writing dominate this first section of the chapter. These scholars 
!
!!!!!!!!!Each!artist!may!have!!!!!!!!!!!!!!
identities!that!are!shaped!by!the!
individual,!relational,!social!and/
or!collective.!They!each!have!role!
identities!including!the!role!
identity!of!artist.!Some!identities!
are!stronger!than!others!and!
identities!change!over!time.!
An!artist's!Place!might!be!!
social,!cultural,!environmental,!
physical,!embodied,!imagined,!
remembered!and!experienced!
in!sensory!ways.!Places!change!
over!time!as!each!artist!travels!
to!diﬀerent!places!or!places!
change.!
Artistic-practice-can!be!a!way!of!
processing!experiences!of!!place!
and!identity!through!working!in!
various!environments,!working!
with!!social!issues!and!materials!
that!have!place!and!identity!
meanings.!!These!are!explored!in!
the!creation!and!exhbition/
performance!of!art!works.!
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include: Bachelard, (1994); Bourdieu, (1977, 1984, 1990, 1993); Casey, (1993, 1996, 1997, 
2001, 2005); Gadamer, (1976, 2004); Malpas, (1999, 2006, 2008, 2009, 2010, 2012); and 
Schatzki, (2001).  
Other important philosophers such as Deleuze and Guattari (2004) are referred to for 
their insights into place and identity, but their ideas are not drawn on too heavily as they do 
not sit within the same hermeneutic tradition. Deleuzian ideas are explored in relation to 
Francis Bacon’s painting, and when discussing becoming in and through place (DeLanda, 
2011, 2012; Ingold, 2013a, 2013b; Jokela, 2008).  
 
2.1.1    Heidegger’s hermeneutic philosophy 
  
In Casey’s (1997, 2001) review of western philosophy, he noted shifts from thinking 
spatially to thinking more about human engagement with space and place as experience. In 
favour of the notion of place, he asserted, “I have stressed in all of my writings on the 
subject, place is open-textured, ever-altering, always challenging, never fixed. What is fixed 
and unchanging is space as this has been conceived in the last millennium and a half in the 
West”  (Casey, 2001, p. 719). He pointed out that Heidegger’s work challenged this pre-
occupation with ways of thinking about space. 
Heidegger’s philosophy is categorised as a hermeneutic philosophy because it 
explores issues of interpretation and understanding in conjunction with his concept of 
“being-in-the-world.” (1953/1996, p. 54). This term is important to understanding place and 
identity, as it encompasses how we are thrown into, and find ourselves in, a world that has 
been before us and that continues without us once we die. Being-in was encapsulated by 
Heidegger’s concept of dasein which when translated means “here” (da) and “being” (sein). 
My interpretation of this concept is that being in the world can include all those versions of 
world that we experience, such as locales, work places, home places, and the world at 
large.  
Heidegger (1953/96) explains dasein as “the being which I myself always am” (p. 49). 
By this he means that we cannot escape the fact that we are beings of this world and as 
such cannot be separated from our place(s). This fundamental interconnectedness of place 
and identity is analogous to a bridge linking riverbanks and everything else around it, 
including people who are using and looking at it (Heidegger, 2011). Heidegger provides 
different examples of bridges to show how each interaction with such a place can be 
viewed as an event, because it is a gathering of self, bridge, and all that the bridge 
connects. He wrote: “Always and ever differently the bridge initiates the lingering and 
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hastening ways of men to and fro, so that they may get to other banks and in the end as 
mortals to the other side” (Heidegger, 1951/2011, p. 249).  
Heidegger referred to the bridge as a thing (1951/2011), and this interconnection of a 
thing and beings is an example of how Heidegger challenged Cartesian thinking,10 which 
tended to separate objects and subjects. Heidegger explained:  
The bridge gathers to itself in its own way earth and sky, divinities and mortals. 
Gathering, by an ancient word of our language is called a thing. The bridge is a thing 
– and, indeed, it is such as the gathering of the fourfold. (1951/2011, p. 249)  
 
Heidegger’s (1951/2011) reference to “the fourfold” incorporates the earth, sky, 
mortals, and divinities (p. 247). Dasein is an entity interconnected with the fourfold. When I 
think of the Australian Indigenous perspective of existing in an interconnected way with the 
sky, spirit world, and through the dreamtime, I find an affinity with the notion of dasein as a 
fourfold. I also find a more holistic understanding of place and beings incorporating mortal 
and spirit that is not Cartesian. 
I understand dasein “in its unity” (Malpas, 2012, p. 26), because of its interconnection 
and gathering. Dasein is not a subject separate from its place, and this means that, as 
mortals in this unity, selves, identities, and places are interconnected (Malpas, 1999, 2006, 
2010, 2012). According to Malpas (2006, 2010, 2012), Heidegger makes clear that people 
are gathered within an event, rather than being the ones who actually carry out this 
gathering. Gathering is defined as “that open, cleared, yet bounded region in which we find 
ourselves gathered together with other persons and things, in which we are opened up to 
the world and the world to us” (Malpas 2006, p. 221). Thus, it could be said that we are 
always gathered in place at any one time. 
Heidegger (1953/1996) suggested that a being is “related understandingly, in its being 
toward that being” (p. 49). This alludes to the relational and social aspects of the 
interconnection of identities and places and supports the notion of art being “the whole set 
of operations, actions, interpretations” (Heinich, 2014, p. 35) rather than a mere object in 
isolation removed from the artist or his/her place. Interpretation is important here and 
Heidegger considers that people share places but are likely to have their own unique 
interpretation of such places. Deciphering what each individual understands is referred to 
as the hermeneutic problem. This is a problem considered throughout this research project 
and a problem that also informed the methodology. 
                                                
10 Cartesian thinking refers to the notion of an isolated subject with the object or world removed from the 
subject. Heidegger’s ideas, particularly his concept “being-in-the-world” recognised subject and object as 
interconnected. 
  16 
 
2.1.2    Heidegger’s shift in thinking space to thinking place 
 
Following on from Casey (1997), Malpas’s (1999, 2006, 2010, 2012) analysis of 
Heidegger’s philosophy reveals that Heidegger’s thinking changed from a focus on the 
spatial, to a focus on place, after his publication of Being and Time (1953/1996). Prior to 
1953, Heidegger described dasein as a spatial concept of being “in space, taking up space” 
(1953/1996, p. 111); a view akin to a container concept – people being in the world, like fish 
placed in a pond (Casey, 1997). 
Malpas (2012) traced Heidegger’s evolution of thinking space to thinking place in his 
changed concepts of “world” (p. 26), “dasein” (p. 26), and “transcendence” (p. 27). This is a 
relational, fluid, embodied concept of a being that responds to and contributes to creating 
places as part of its gathering (Malpas, 1999, 2006, 2010, 2012). This development of the 
notion of place as experience, and the experience of place, inspire the three open research 
questions, provided in the introduction. These questions are open, so as to enable the 
generation of data representing the myriad place and identity experiences each artist might 
have. 
 
2.2    The spatial turn  
Heidegger’s shift in thinking is said to have influenced the spatial turn of the 1970s. 
Finnegan (2008) noted that it was during 1880 and 1960 that the human involvement in 
spaces and places led to the “spatial turn,” as manifested in different fields of practice (see 
also Soja, 1996). Guldi (2014) reports that the land reforms in Western Europe triggered 
the spatial turn of the late 1800’s and then the French theorists, Michel Foucault, Henri 
Lefebvre, Michel de Certeau, and Paul Virilio made important contributions to re-thinking 
space. These French theorists wrote about space that was symbolic and metaphoric, 
rather than something to be measured (Guldi, 2014).  
Disciplines such as geography, art history and architecture each had their own turn. 
The spatial turn of geography occurred in the late 1960s and early 1970s (Finnegan, 
2008), and was influenced by the “literary turn” (Lamberg, 2011, p. 14). Social and political 
thinkers of space and place, such as Foucault (1975), Lefebvre (1991), and social and 
geographical thinkers of place, such as Tuan (1977, 1980, 1982, 2001), developed the 
spatial turn in geography, thereby shifting this discipline from a measured geography to 
humanist geography.  
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A key contribution that Lefebvre (1991) made to the spatial turn was to question the role of 
the industrial revolution. He claimed it was an “urban revolution” and, therefore, a social-
spatial one, which had had an effect on “critical urbanism and geography” (Merrifield, 
2000, p. 169). Lefebvre’s urban revolution interpretation derived from his view that “social 
space is a social product” and his belief that the industrial movement had caused an urban 
social space to emerge and change (1991, p. 26).  
Marxism influenced the work of Lefebvre, who criticised the soviet planners of the 
1920s for the way they had designed modern urban spaces and then tried to create a 
socialist space in these. Lefebvre insisted that people create spaces, societies get 
produced from these, and buildings should be designed accordingly. His Marxist views 
were particularly strong in the way he highlighted power within the social production of 
socially created spaces. His work was concerned with challenging the way in which space 
was conceived by analysing the social, political, and historical constructions of space (Soja, 
1996). Lefebvre (1991) noted, that social products become a “means of control, and hence 
of domination, of power” (p. 26). Foucault (1975) was also concerned with the way systems 
and institutions socially imposed themselves on people. 
Heidegger’s philosophy contributed to the spatial turn through his non-Cartesian 
thinking that in turn influenced place theorists such as Casey, Malpas and to an extend, 
Lefebvre. Lefebvre “politicised and radicalised many of Heidegger’s analyses, particularly 
around his understanding of the notion of dwelling or inhabiting. This was particularly 
important for Lefebvre, as Heidegger's work is central in the break from traditional 
philosophical understandings of space” (Elden, 2004, p.170). Casey (1997) contributed to 
the spatial turn through his analysis of place and space in Western history. He identified 
the rise of modern science at the end of the eighteenth century as a turning point where 
Place was denigrated to be a position in space and therefore lesser than place (see 
Ethington, 2007). Casey (1997) provides an argument about how place should be the 
larger more encompassing experience, and spaces the lesser positions or locations within 
Place. Ethington (2007) names Edward Casey as one of the key contributors to the spatial 
turn (1997).  
   
2.3    After the spatial turn 
 
After the spatial turn, space in geography was viewed as relational, which “provided 
grounds for integrating more fully, geographical and sociological accounts of science” 
(Finnegan, 2008, p. 371). “Space was now not thought of as a ‘container’ or ‘backdrop’ for 
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social life” (Finnegan, 2008, p. 371), but as socially produced. Soja (1996) also contributed 
to changing the way space had been understood and used socially and historically in the 
western world with his “thirdspace,” defined as “an-Other way of understanding and acting 
to change the spatiality of human life, a distinct mode of critical spatial awareness that is 
appropriate to the new scope and significance being brought about in the re-balanced 
trialectics of spatiality-historicality-sociality” (1991, p. 10). 
Lamberg (2011) also regards space as a social construction. He refers to space as “a 
social or mental space” that is “connected to contemporary world views and values” (p. 12). 
The idea of space or place being a social construction is compatible with Bourdieu’s 
philosophy (1990, 1993), which posits that working in fields such as the art world, which are 
socially constituted, is a way of generating habitus and capital. These systems are 
dependent on individuals, relational experiences, socially developed spaces and power 
structures, and practices (Bourdieu, 1977).  
 
2.3.1    Pierre Bourdieu’s contribution to place theory 
 
Although not “an explicit theorist of space and place” (Bridge, 2004, p. 62), Bourdieu 
(1977, 1984, 1990, 1993) offers insight into the cultural and social dimensions through 
which places emerge. Bourdieu (1990, 1993) suggests that power relationships emerge 
from the social and cultural dynamics within each field of practice. He called this capital and 
identified four kinds of capital: social capital, cultural capital, symbolic capital and political 
capital. Symbolic capital refers to capital that emerges in a symbolic way, through symbolic 
actors, such as heads of state, mayors, and so on, that symbolise power. The relevance of 
Bourdieu’s ideas about capital and fields, to the current research, is that artists operate in a 
cultural field, but also in a smaller field within this, called an artistic field (or the art world), 
and these fields could be understood as metaphoric places (i.e., a place nested within the 
cultural, social, financial and political world).  
As a kind of social analyst, Bourdieu coined the term habitus to encompass a “system 
of generative schemes" that people acquire and adjust in an objective way “to the particular 
conditions in which it is constituted” (1990, p. 95). By this he means that people create 
habitus through their involvement in the dynamics of contexts within which they are located, 
and that therefore habitus is not something that just emerges from one person or one 
particular group of people. As the art world involves multiple people and players (Becker, 
2008), each artist’s habitus can be said to be a relational happening in the context of her 
field(s) with her own cultural (and other) capital. The art world becomes a kind of place that 
  19 
relies on the contributions and collaborations of people in societies, cultures, political 
systems, and so on, and each artist. As such, artistic practice in the art world place can be 
understood using Bourdieu’s (1984) equation: (Habitus x Capital) + Field = Practice. 
Bourdieu’s theory helps to understand how an artist’s practice develops and therefore 
generates capital (i.e., cultural capital) within the art world, along with social, cultural, and 
power dynamics. One example of this is an artist’s ever-developing webpage, constructed 
in such a way as to present (and re-construct) her role within the art world (and therefore 
perpetuate the art world). The art world is neither a physical place, nor a particular locale, 
but rather a system that involves the artist in social, cultural, artistic, intellectual, and 
economic work. These are real considerations of an artist’s experience of place that cannot 
be ignored in the current research. 
 
2.3.2    Doreen Massey’s contribution to place theory 
 
Focusing on the field of cultural geography, Massey (2005, 2009a, 2009b) provides 
insight into place that was cultural and geographical, but, like Bourdieu (1977, 1984, 1990), 
Foucault (1977), Lamberg (2011), Lefebvre (1991), and Soja (1996), honoured the 
dynamics of society, culture, politics, and therefore power. She named her particular 
disciplinary space or field “an economic, social, cultural kind of geography” (Massey, 
2009a, p. 77). Whilst she frequently refers to space in her writing, she does not refer to 
space as something that defines a social arena but rather spaces that emerge from the 
social. Massey (2005, 2013), for example, identifies how ever-changing social groups 
challenge the notion of the meaning of suburb, town and country borders.  
Malpas (2012) criticises Massey’s (2005, 2013) treatment of place, stating that she 
treats place “as significant largely in terms of the consequences of our imagination of place” 
(p. 65). Valuing the experience of place one has from being in a locale, his criticism 
appears to be based on her assessment of places that she was not “in.” The concept of 
place that Massey (1994) explains is from a global perspective, from which she asks us to 
imagine all the “economic, political and cultural social relations” that occur (p. 7). Malpas 
(2006, 2012) attaches much importance to the embodied gathering of place that comes 
from being in a locale and experiencing the interconnection of what it is to be there. 
I concur with the experiential experience of “being” that is so important to Malpas’s 
(2012) notion of place, but find that knowledge of social, cultural, political, and economic 
systems, in conjunction with notions of space and place, cannot be ignored. In this age of 
global awareness and travel, I find affinity with Massey’s (2005, 2013) observations and 
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experiences of how the flow of people in and out of suburbs make and change places and 
can come to inform one’s experience of place. Her educated bird’s-eye view and fieldwork 
with communities around the world cause her to question “globalisation” as a means of 
assisting countries that are not considered first world nations (2009b). This is a conceptual 
view of place (Malpas, 2012), but I suggest it would be naive to deny the existence of such 
systems and the ways in which they inform individual experiences of place. 
  
2.4    Topological thinking, topology and topography 
 
In preparation for discussing more place theories, three important terms need to be 
clarified. These are: topological thinking, topology and topography.  
Arguably, topological thinking is fundamental to awareness, embodiment, thinking and 
navigation of space and place. Topological thinking was investigated by the mathematician 
Henri Poincare (1908/1985), when he wrote about ways of thinking “visually or 
geometrically, about the virtual” (paraphrased by DeLanda, 2011, n.p.). Thinking 
topologically is a human condition of thinking, moving, and understanding in and through 
spaces, as well as imagining and visualising spaces. For example, Canter (1977) 
documents how humans’ ability to draw maps so well was due to their ability to visualise 
places and represent them spatially and graphically. One could postulate that visual artists 
have good visual-spatial awareness, as they are also able to represent places in graphic 
ways. Chatterjee (2004) suggests that artists’ “visual–motor systems might be organized 
differently than that of other people, either because of inherent talents or because of years 
of practice” (p. 1569). Talents and practices of visual artists are useful in researching place, 
where the notion of space must also be considered. 
Topology, within the field of Mathematics refers to “the study of geometrical properties 
and spatial relations unaffected by the continuous change of shape or size of figures” 
(Oxford Dictionaries, 2013a). Fields, regions, landscapes, suburbs, homes, and so on, can 
each be understood as topologies and therefore imagined, drawn or written topologically. 
Topologies can be understood in just about anything that encompasses spaces. An 
example of a topology is “the way in which constituent parts are interrelated or arranged” 
such as in “the topology of a computer network” (Oxford Dictionaries, 2013a); a place, such 
as a town, has within it all sorts of spaces such as rooms in houses, streets, alleyways and 
so on, that are its topology. 
Topography is the “the configuration of a surface including its relief and the position 
of its natural and man-made features” (Merriam-Webster Dictionary, 2014). Topography 
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also refers to the practice of representing such surfaces on maps for charts: “the art or 
practice of graphic delineation in detail usually on maps or charts of natural and man-made 
features of a place or region especially in a way to show their relative positions and 
elevations.” (Merriam-Webster Dictionary, 2014). These notions of topography do not just 
refer to landscape or seascape, but also to “the configuration of a surface including its 
relief and the position of its natural and man-made features.” (Merriam-Webster Dictionary, 
2014). As such, a body can be referred to as a topology (e.g., “the topography of human 
chromosomes”) (Merriam-Webster Dictionary, 2014). 
Topologies and topological thinking are terms that many place scholars use. 
Investigation of space, place and topologies in the art world might explore how terms such 
as landscape have historically been understood and used in artistic practice. Landscape, 
for example, could refer to a field of knowledge, political systems, the art world, a suburb, a 
city, a country, and so on. Each understanding of landscape could be understood as 
“topologies” of spatial relations that are social, political, geographic, or sensory. They could 
be represented through drawing a scene, drawing through walking in the landscape, 
modelling the landscape topographically, and so on. These are different ways of perceiving 
and experiencing landscape. 
It is possible to apply this thinking to a topological investigation into different 
experiences and ideas of place over time. This potentially raises issues about the ways 
artists experience and think topologically and their references to topology and topography.  
 
2.5    Hermeneutic research: The hermeneutic circle 
The place theorists who are most relevant to the current research are those of the 
hermeneutic tradition who recognise the experiences of place are usually of shared places, 
and that these can be experienced, interpreted, and understood through individual 
interpretation.  
Hermeneutic research is “the study of human cultural activity as texts with a view 
towards interpretation” where texts can be “written or verbal communication, visual arts and 
music” (Laverty, 2003, p. 9). Gadamer (2004) develops Heidegger’s concept of the 
hermeneutic circle as a process of communicating, interpreting, and understanding in 
research, through narratives and art. Laverty (2003) explains that “the interpretive process 
is achieved through a hermeneutic circle which moves from the parts of experience, to the 
whole of experience and back and forth again and again to increase the depth of 
engagement with and the understanding of texts” (p. 9). The process of interpreting these 
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texts can involve a circular process during data generation, analysis, then checking these 
interpretations with participants.  
Given the interconnectedness of place and identity that can be understood through 
the concept of dasein, understanding the hermeneutic circle is important to gain a holistic 
understanding of a person, his or her place, and identity. Integral to this holistic 
understanding is an appreciation of the whole message being communicated, rather than 
drawing conclusive understandings from part of a text. Josselson (2011) explains that “it is 
not the parts that are significant in human life, but how the parts are integrated to create a 
whole” (p. 226). Consistent with the unity notion of place and identity that Heidegger’s 
(1953/1996) philosophy supports, is the design, and process, of research to understand 
place and identity from such unities in a holistic way. 
2.5.1    Understanding and concealment  
 
Understanding and concealment are key terms in hermeneutic philosophy that have 
been carefully considered in this research. Understanding is important to the concept of 
dasein, because understanding is the way we actually are (Polkinghorne, 1983). Although 
some artists prefer their work to be their vehicle of expression and communication, others 
are open to engaging in dialogue about their work. The artists in this study needed to be of 
the latter category.  
Gadamer (2004) emphasises how communication is vital to unconceal what people 
are saying, as communication is an interpretative process whereby conversation is an 
important part of the dialogue: “conversation is the process of coming to an understanding” 
(p. 385). In research contexts in which expressions, communication, and interpretations of 
place and identity are explored, participants and researchers need to engage in suitable 
dialogue (i.e., interviews) so that communication provides ways of unconcealing 
(Heidegger, 1953/1996) meaning or knowledge. I tend to agree with Gadamer and 
Heidegger as I think trying to interpret artists’ communication or expression in their art 
without dialogue is not reliable enough for the proposed research. I took the view that 
dialogue with the artists can lead to understanding artworks, and, therefore, artists’ 
experiences of place and identity, through their art. If not for dialogue, such information may 
be concealed. 
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2.5.2    Interpreting 
 
Geertz (1971) suggests that people engage in a hermeneutic circle because of their 
need to find out why people behave and the significance with which people interpret their 
own actions. To emphasise the importance of interpreting, I share Davidson’s (2006) 
excerpt of a person explaining why he acted in a certain way. Davidson wrote:  
When we learn his reason, we have an interpretation; a new description of what he 
did, which fits it into a familiar picture. The picture includes some of the agent’s beliefs 
and attitudes – perhaps also goals, ends, principles, general character traits, virtues 
or vices. Beyond this, the redescription of an action afforded by a reason may place 
the action in a wider social, economic, linguistic, or evaluative context. (p. 30) 
 
Davidson (2006) alludes here to the importance of setting up the right investigation to 
help understand and interpret a person’s actions and accounts of experience.  
In addition to setting up the right investigation, the hermeneutic interpreter and 
researcher will need to challenge her own focus on her own issues, as Gadamer (2004) 
explains: 
A person who is trying to understand a text is always projecting. He projects a 
meaning for the text as a whole as soon as some initial meaning emerges in the text. 
Again, the initial meaning emerges only because he is reading the text with particular 
expectations in regard to a certain meaning. Working out this fore-projection, which is 
constantly revised in terms of what emerges as he penetrates into the meaning, is 
understanding what is there. (p. 267) 
 
Interpreting and developing meaning from the point of view of each participant is 
fundamental to understanding each participant’s experiences, interpretations, and 
understandings. For this reason, the hermeneutic approach to researching place and 
identity is compatible, useful, and necessary to understanding and learning new knowledge. 
 
2.6    Malpas’s philosophy of place 
 
Deeply inspired by Heidegger (1953/1996), Davidson (2006), and Gadamer (1976, 
2004), Malpas (1999, 2006, 2008, 2010 2012) proposed a philosophy of place based on the 
way people experience place as a locale, but at the same time, and because of this 
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experience, gather experiences of place. This is called a unitary topos and can be 
understood through the three conditions of place that were first articulated by Heidegger: 
focus, horizon, and origin of thinking.  
Focus 
When Malpas (2012) writes about “place as the proper focus of thinking” (p. 13) he 
suggests we should be thinking, speaking, addressing, and articulating with the focus on 
place. In a research context focusing would involve encouraging each participant to 
experience and share her or his own experiences of place, rather than talking about what 
they think place should be.  
Horizon 
For Malpas (2012), place is “that which is the proper horizon of thinking, that holds thinking 
within it, that bounds it, and that thereby allows thinking to appear as thinking” (p. 13). 
Allowing “thinking to appear as thinking” can be accomplished by artists’ focusing on stories 
and narratives around the topic of place (as well as other topics, so as to garner other 
information that might be useful). Horizons are a meeting point of ideas around the 
research topics but we recognise there will be similarities and differences in each person’s 
horizon of thinking. Another way of understanding this is to consider how similar but 
different understandings of a horizon in the landscape develop from our individual vantage 
points, but also from our shared understandings of the world.  
Origin 
Malpas (2012) considers place as “that which is the proper origin of thinking, out of which 
thinking emerges, and from which it gains its direction as well as its sustenance” (2012, p. 
13). The earlier explanation of dasein provides insight into the way in which the origin of 
thinking is bound up with place experiences. Asking artists to choose from their artworks 
those examples that best encompass place and identity for them is one way to explore the 
origin of thinking for each participant.  
 
Together, these three conditions “reflect different aspects of what is a single unitary” 
(Malpas, 2012, p. 13); each person’s unique experience of “being in” place, where a person 
relates to what is around them. Such an experience of being can lead to holistic 
understandings of place and identity in artistic practice, influenced by what an artist sees, 
how she feels, and other sensory experiences. An artist might also draw on what she 
knows, what she remembers, or thinks. These different experiences could come together 
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as an experience of place – which is at any one time, a place that encompasses 
dimensions in the categories of: focus, horizon and origin (Malpas, 2012, p. 13). 
 
 
2.6.1    Memory and the “there” and “here” of being  
 
Important to Heidegger (1951/2011), and Malpas (1999, 2006, 2008, 2010, 2012), is 
that place depends on being in a locale. This is interesting when considering the 
place/identity experiences that arise from being here and there. Here and there are 
important aspects of being that may help in understanding place and identity through visual 
artistic practice.  
Malpas provides an example of the writer Gertrude Stein’s reference to the “here” and 
“there.” Returning to her hometown of Oakland, having been away, Stein famously 
remarked of her new experience of being in Oakland saying, “there is no there, there” 
(paraphrased by Malpas, 2010, n.p.). Stein was commenting that what she had 
remembered or imagined Oakland to be (the second “there”), was interpreted very 
differently once she got there (the third “there”). This example reminds me of how places 
once experienced are experienced differently upon our return to them.  
When physically here in place, we obviously cannot be physically there. Trigg 
supports this view stating, “At all times, we find ourselves located in a particular place, 
specific to the bodily subject experiencing that place. We are forever in the here [emphasis 
added], and it is from here [emphasis added] that our experiences take place” (2012, p. 4). 
However, such experiences are not only based on being in a locale as Malpas (1999, 2006, 
2008, 2010, 2012) posits. This is because we remember and imagine. Indeed, Trigg (2012) 
proposes that “there is clearly a difference between being in place and remembering that 
place” (p. 46). The possibility follows that some artistic practices are informed by memory or 
imaginative thinking (or dreams) and not by being in a locale at all.  
Knowledge, memories, imaginative thinking, images, and so on, can come to bear on 
the experiences of being here and there. DeMedeiros (2007) explains how our past places 
and selves can stick in this way.  
The there that refers to a place we have been before (Stein’s second “there”), can be 
a blend of memory and other experiences from the past, or knowledge about somewhere 
we are yet to travel. It can also, as DeMedeiros (2007) suggests, haunt us from historical 
events we have not personally experienced, but which has been the experience of our 
people or culture. Memory is a powerful aspect of place as it is “one medium through which 
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place can be fluid, dislodged from particular times and spaces” (Ward, 2003, p. 91). 
DeMedeiros writes that “memory like it or not, haunts” (2007, p. 37). 
It seems we need to accept “hauntings” of our past, or past imagery, that might be 
conjured up through our artistic process. Past experience gets embodied by each of us, 
shapes the self, and then may be expressed by the artist. Deleuze (2005) supports this 
view, noting that “modern painting is invaded and besieged by photographs and clichés that 
are already lodged on the canvas before the painter even begins to work” (p. 10). For 
artists such as Martha McDonald, images come together in surreal ways, as new place 
experiences can be influenced by the past (see also examples of my artwork presented in 
Chapter 1, particularly Figures 1 and 2). 
 
2.7    Becoming and developing 
 
Considerations of the embodied memory of past places and current experiences of 
place raise the issue of becoming in and through place. People are in a state of becoming 
as they grow and change. Heidegger wrote about becoming but his conception of becoming 
is largely through dasein as the possibility of “being-toward death” (1953/1996, p. 241). For 
Heidegger, “being-toward-death is the anticipation of a potentiality – of-being whose kind of 
being is anticipation itself” (p. 242). Being toward death is to acknowledge that we die.  
My mind recalls many artists who explore their lived experiences (particularly about 
being in place) with an awareness of their mortality and therefore with an urgent sense of 
living life to the full and savouring all that life has to offer through their artistic practice. The 
increased value of their artworks once the artist dies potentially increases this urgency. This 
notion of an artist’s life work is a topological one and could be a consideration in an artist’s 
notion of place as a developing, becoming artist.  
The concept of “becoming” is taken up in Deleuze’s (1994) philosophical writings, 
within which he focused on the non-static nature of people’s lived experience and 
environments in which beings (including animals) dwell. Also in support of the 
interconnection of places and people, he wrote of how people and places are in a constant 
state of change. His ideas are useful to understand changes that occur in artistic practice 
over time or narrative constructions of self as have been explored through narratives and 
visual art fields (see Irwin & DeCosson, 2004; Kind, 2008; Sameshima, 2008; Springgay, 
Irwin, & Kind 2008) and remind us that artistic practice, place, and identity are ever-
changing and cannot be defined as mere spatial or temporal events.  
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2.7.1    Topological thinking in human development 
 
Life journeys involve learning, developing, and changing. Topological thinking can 
include the sequential steps taken in each person’s development as these developments 
come to inform a person in adulthood and can also impact their chosen fields of practice 
(such as visual art).  
Piaget and Inhelder (1948/1967) theorise that young children draw their topological 
understandings of space prior to developing to the projective stage when they are more 
able to understand vertical, horizontal, and eventually three-dimensional form. This is one 
theory as to how people develop increasingly sophisticated understandings of the spaces in 
which they live. Ingold (2013a) suggests that such developmental thinking could lock 
people into a certain spatial tradition of thinking which is problematic to their ongoing 
perceptions of place. Adopting a Deleuzian perspective, he points out, “we are constantly 
being told these days the world we inhabit is built from blocks” (2013a, 21:03). He (like 
Casey, 1997) traces this paradigm to spatial ways of thinking and suggests this paradigm 
has been perpetuated by the discipline of architecture in the 1850s. Architects from this era 
promoted the idea that children should play with building blocks because this kind of 
structured play was deemed essential to their cognitive development. Ingold argued that 
this was one of the reasons spatial thinking and architecture as building blocks in or on 
places (rather than with places) became part of the “stock and play” of western thinking. He 
added that such ways of thinking are now embedded in our language where, “biologists 
think of the building blocks of life and psychologists talk of the building blocks of thought” 
(Ingold, 2013a, n.p.), meaning that neither Heidegger’s contribution to notions of place as 
unities and experiences nor the spatial turn have fully dealt with the spatial thinking 
pervading western culture. This was considered in the research design and formation of the 
three research questions, and why the research focused on open but individual 
experiences of place rather than space. 
2.8    Gaston Bachelard’s contribution to place philosophy 
 
Bachelard’s (1994) philosophy also helps to make sense of place and space issues, 
particularly in the context of the developing self. His ideas concern the spatial and place-
based experiences of a child (such as hiding in cupboards; tree houses; exploring attics, 
etc.), and how these can influence later life experiences of place. Similar to the 
architectural, spatial building-block paradigm of Ingold (2013a, 2013b), Bachelard’s (1994) 
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interest was how individual’s experiences of particular spaces and places influenced the 
self in adulthood. Malpas (1999) explained:  
In Bachelard’s philosophical thinking, the life of the mind is given form in the places 
and spaces in which human beings dwell and those places themselves shape and 
influence human memories, feelings and thoughts. In this way, the spaces of inner 
and outer – of mind and world – are transformed one into the other as inner space is 
externalised and outer space brought within. (p. 5)  
 
Here Malpas points out how Bachelard understands physical spatial experiences of 
place and space in conjunction with the way the mind operates and topological thinking. 
This can be understood further with Bachelard’s (1994) topoanalysis. Topoanalysis is 
similar to psychoanalysis, but with a focus on the relevance of spaces and places in 
peoples’ lives and constructions of self over time through embodied experiences.  
Bachelard’s (1994) theory offers a way to understand how spaces, places, and places 
within places, could influence artists’ practices and/or identities. The idea of places within 
places is a topological view of multiple experiences of space and place. This is a spatial 
notion of things, materials, and concepts, within larger more encompassing things, 
materials, and concepts that could be explored in interesting ways in visual art and that 
include the thinking, remembering and imagining of place. 
 
2.8.1    The body – moving, being, and becoming in space and place 
 
Bachelard’s (1994) philosophy and the other hermeneutic place philosophies 
discussed so far, acknowledge how people think in embodied ways through embodying 
space and place. Schatzki’s (2001) interest is in how the body mediates “a person’s relation 
to the places in which she is situated” (p. 698). Casey (1996) notes that bodies in 
conjunction with place(s) “interanimate each other” (p. 24). These views relate to 
Heidegger’s gathering, but stress the body-based experiences of place, as well as the 
social and sensory ways that places are experienced and embodied. 
As visual artistic practices involve the body in spaces and places and doing things 
(Brook, 2008), the body is an important consideration of the research design and questions. 
Rodaway (2005) explores the body as a “sense organ” in place, which is a reminder that 
place is a sensory experience (Tuan, 1977). The body also remembers: “the lingering of 
place in body once it has been established there by experience” (Casey, 2001, p. 719). 
Importantly, the hermeneutic view (as opposed to the Husserlian, phenomenological 
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view) is that the body in place cannot be bracketed off from the world and others. This is 
because the body’s relationship to others is part of place as a whole. To regard the 
body/place experiences as dissected in spatial terms is unhelpful to understanding human 
experience as a whole; acknowledgement of the holistic and embodied experiences of 
place and identity were paramount in the preferred definitions of place, and design of the 
research. 
  
2.9    Virtual space versus actual space 
 
DeLanda’s (2011) phase space theory is yet another way of thinking place but as a 
transition from one kind of space to another. This transition is from actual space (i.e., the 
spaces that we might normally inhabit, e.g., a room in a house), to virtual space (i.e., virtual 
worlds, e.g., Second Life);11 an interesting way of understanding how a person traverses 
different places and makes sense of them. The two understandings of space in phase 
space theory, evolve from a structure that makes the virtual space real (i.e., a ground for 
avatars to stand on, virtual buildings and parks for avatars to meet at), and it is this 
structure that DeLanda called phase space (2011).  
The implications of phase space for the current research are that artists’ actual 
spaces are often the basis for imaginary, surreal, or virtual spaces and places that end up 
as pictures, sculptures, or moving images. Because of the embodied experiences that 
would be part of each space, I would argue that the real spaces and virtual spaces are 
places. Furthermore, the phase space that artists explore in the transition from the real to 
virtual could be understood as topological thinking of place through art.    
 
2.9.1    Place concepts 
 
The place scholars discussed so far explore notions of place as part of human 
experience. Tuan (2001) defines experience as having:  
A passive and an active component. The passive component is suggested by the 
word undergo: One undergoes experience. An experienced person is one to whom 
much has happened, whether he or she wants it to or not. The active component is 
suggested by the root per, as in the word peril: To experience is to venture forth, to 
run a risk. (Tuan, 2001, p. 43) 
                                                
11 Second Life is a virtual world that is accessed on-line, through the Internet. Avatars can be created to 
represent the “human” visitor and the avatar can walk, fly, run, and interact with other avatars, places, and 
events. Second Life has its own contextual knowledge located in this place. 
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As people undergo experience, this culminates in a range of types of place 
experience including sense of place, rootedness to place, feelings of place-attachment and 
home. These place concepts are discussed in the following pages. 
 
2.9.2    A sense of place and rootedness to place 
Terms such as home, sense of place, attachment to place and rootedness to place 
require explanations, as these terms, like space and place, seem to be used 
“interchangeably” and sometimes even mistakenly (Malpas, 2012, p. 65). Hauge (2007) 
suggests that, due to the intersection of identity and attachment to places, interpretations of 
terms such as home have been confused with identity. She notes that this leads to a 
tendency “to categorise, describe and explain the same home and identity-related 
phenomena in different terms” (2007, p. 1).  
2.9.3    Sense of place 
Core elements of a sense of place have been identified as: “rootedness, belonging, 
place identity, meaningfulness, place satisfaction and emotional attachment” (Eyles & 
Williams, 2008, p. 5). A sense of place can be understood from “psycho-social constructs” 
as well as being determined by physical environments (Eyles & Williams, 2008, p. 5). A 
sense of place seems to be the result of sensory experiences or memories that are 
conjured up by being in place, remembering places, and/or imagining a place. These 
embodied experiences are also informed by our past.  
2.9.4    Rootedness to place 
Hummon (1992) finds that people who seem less attached to their places of residence 
and who experience alienation to such places demonstrate a sense of place-less-ness. He 
identifies a number of ways in which people develop attachments to communities in which 
they live and suggests that these groups experience rootedness to place, which he 
categorises as either everyday or ideological (Hummon, 1992). Those people in the 
category of everyday rootedness to place accept where they live, because they do not have 
opportunities to move to other places (and therefore compare places). This is similar to 
Lippard’s (1997) observation that those who do not migrate or do not observe changes do 
not see the need to “ponder the issues of place” (p. 43). It seems the less you know about 
other places, the more rooted you will be to the place where you dwell.  
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Those who experience rootedness to place in the “ideological” category are able to 
move and therefore make conscious decisions about where they want to live (Hummon, 
1992). Those without options to move ponder issues of place; their lack of freedom to 
choose informs their sense of place or rootedness to place. 
These two examples of rootedness to place contrast with Tuan’s (1980) claim that a 
person can only have the experience of rootedness to place if he/she has strong ancestral 
connections or early years spent in that place. This is because, for Tuan, “rootedness is an 
unreflective state of being in which the human personality merges with its milieu” (p. 6).  
2.9.5    Place attachment 
Distinct from rootedness to place or place-less-ness is the term place attachment. 
This is “a widely used term to describe a person’s emotional, cognitive, symbolic or spiritual 
response to a particular physical surrounding or environment” (Smaldone et al., 2005, p. 
91). For Smaldone et al. (2005), place attachment and sense of place:  
refer to theories that emphasise that the way a person views and responds to a place, 
is dependent not only on the actual place itself, but also on the individual’s ongoing 
and evolving personal and social relationships with the place. (p. 91)  
This is a view supported by social space theorists such as Lefebvre (1991), Massey (2005, 
2009b, 2013), and Soja (1996).  
Time is an important consideration of place attachment for it is with time that we 
develop feelings toward places and a familiarity to places – two considerations that Hauge 
(2007) attributes to place attachment. She suggests: “when attachment to place grows, we 
start to identity ourselves with these places” (p. 1). Therefore, time is important to how we 
experience and process place. 
Different demographics play a part in the different accounts of place attachment or 
sense of place. Lewicka (2012) finds that, in Poland, “higher place attachment was reported 
by those who were retired or unemployed, than by those who worked” (p. 678). This 
suggests that time and staying in one place (i.e., home) enhances place attachment. This 
view is confirmed by a second finding of Lewicka’s research: residents of more 
economically developed parts of Western Poland show “less place attachment” than 
residents of the more conservative East (p. 678).  
The degree to which one develops a sense of place or attachment to place, will be 
determined by how well a person forms an identity to a place and their reasons for being 
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there (e.g., temporary work, family, choice). Lippard (1997) suggests that if someone 
arrives with a strong need to form an identity to a place, they may do so faster than 
someone who has lived a lifetime in that place or has ancestral ties to it. This reflects the 
experience of the research participants in Hummon’s (1992) study who had an “ideological” 
rootedness to place; having opportunities to move, they could make conscious decisions 
about where they wanted to live.  
Taking a slightly different view, Lippard (1997) suggests “we come to a sense of 
belonging in a place by any number of different roads” (p. 42); spending time in a place, is 
not necessarily a prerequisite for obtaining a sense of place or identity to a place. Reasons 
for being in a place and the interests the person brings to her experience of being in place 
will help her form a greater place identity, moreso than simply spending time there.  
The different understandings of place attachment, sense of place, or rootedness to 
place discussed show the myriad of experiences involved in place experience per se. In 
addition to those cited, there may be activities that people perform (e.g., arts and crafts), 
relationships, and so on that all come to bear on why people feel connected to place, or 
not.  
2.9.6    Home  
 
The term home needs clarification, because it is one of the many concepts of place 
operating “at the nexus of place, displacement, identity and belonging” (Ward, 2003, p. 88). 
People need a home for shelter and to gather with family or community – to wash, prepare 
food, and rest. Yet home takes on various forms, depending on cultures and places in 
which people live. Nomadic people take their shelter-homes with them and camp within 
tracts of land that they may call home, using their shelters as a base from which to take 
care of life’s essentials. For most, home is a permanent base from which they journey and 
to which they return.  
A home is not limited to a house and “need not be somewhere in particular, grounded 
or static” (Ward, 2003, p. 89). Ward states that, “the chronic mobility of the contemporary 
era has meant that for many, Home is experienced on the move and in the mind” (p. 89). A 
person’s experiences of rootedness or attachment to home-places will be determined by 
such dynamics.  
Heidegger (1969) explains home as a “clearing-away” or freeing oneself “from 
wilderness” (p. 5). This means we demarcate space that has particular purposes and 
meaning as a home-place from other places. Such homes may not necessarily be our 
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lodgings: “The truck driver is at home on the highway, but he does not have his lodgings 
there” (Heidegger, 1951/2011, p. 244). Artists’ homes may include their workspaces such 
as studios. These concepts of home may have an effect on each artist’s notion of place and 
identity and artistic practice. There are many aspects that make up home-places and other 
places, including environmental, social, cultural, and relational factor with friends, families, 
and mentors. People help form places and therefore people cannot be separated from their 
notions of place and indeed their identities to places. 
 
2.9.7    Post-colonial perspectives of place  
  
The previously unquestioned legacy of colonisation and its impact on Indigenous 
people in Australia has meant that colonial attitudes and habits linger. This, combined with 
the operationalisation of place in some disciplines, has resulted in anthropology 
“specialis[ing] in the study of those who stayed in place” (p. 80), whereas, in sociology, the 
focus has been on the “alienated and displaced West” (Ward, 2003, p. 80). Spatial thinking 
(i.e., land as territory) had been an important aspect of colonisation; land was seized or 
traded in ways that often disadvantaged native or Indigenous peoples. For the colonising 
Americans, America became a space rather than place (Tuan, 1977). Sweet-Wong (2001) 
added that Indigenous peoples who were colonised were forced to experience what was 
once their place, in spatially defined ways because “historically, indigenous people have 
been displaced from homelands (cultures, languages) and replaced onto reservation lands 
or into urban centres” (p. 147).  
Lippard (1997) notes that North American history represents the spaces and times 
since colonisation. She suggests a term that more accurately recognises indigenous history 
is “pre-history” (p. 42). Australians continue to come to terms with a similar issue in their 
own history, which potentially affected understandings of place and identity as Australians. 
“History and pre-history” (Lippard, 1997, p. 42) represent two different kinds of place with 
each kind being marked by its perceived relationship to space-concepts, attitudes, 
regionality, and peoples.  
These Indigenous perspectives of place are important in research, as participants 
might understand place with different degrees of history or pre-history, thus different 
degrees of ignorance to Indigenous influences of being with place. It is not the researcher’s 
role to judge participants on this or on the degree to which space as opposed to place 
experiences are understood. However Heidegger’s model of place experience and the 
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hermeneutic considerations of individual interpretations are useful in dealing with 
investigations of place and space emerging from troubled pasts.   
 
2.10    Defining place for this research 
 
Like Malpas, and drawing on the “spatial turn,” Ward (2003) supports “a 
phenomenological approach to place” (p. 83). She states that place “requires a radical 
departure from understanding it as a simple geography or ecology external to the human 
subject” (p. 83). Critical of Casey’s attention to the body in place, Ward (2003) stresses the 
importance of “the relationship between place, imagination, memory and movement” (p. 
84). She complements Bachelard’s (1994) analysis of experiences of home, suggesting 
that this theory provides anthropologists with “formulations of home as a metaphoric and 
elastic space” (p. 85). These non-static places were important to the development of 
anthropological thinking of place (Ingold, 2013a, 2013b), and for understanding 
experiences of artists who may explore place and identity through their art in embodied 
ways that do not favour the physical or spatial.   
 The theorists discussed so far have developed alternative notions of place and space 
to those that came before – views of space that I think failed to consider the social, cultural, 
and sensory experiences of the interconnection of place and identity so central to 
Heidegger’s thinking. The place scholars discussed so far have considered human 
interaction and challenged historical and political movements that have been too spatially 
limited.  
 A fairly new problem identified in relation to defining place, is the operationalisation of 
place or space within disciplines. Hubbard et al. (2004) suggests that the operationalisation 
of space and place is due to the development of a theory of place that remains “diffuse, ill-
defined and inchoate” (p. 6). Withers (2009) notes that place and space has “been as 
central a concern for intellectual historians and historians of science as for philosophers 
and others, but they have been differently expressed”. He sees “value in looking at these 
different views in order to understand that whilst place is a commonplace term it is not 
agreed upon” (p.638). The range of experiences and perspectives that the place theorists 
and the social space scholars (i.e., Lefebvre, Soja, etc.) produced, goes some way to 
challenge the operationalisation of place in each discipline area. I have chosen to discuss 
these particular theories in order to attempt to define place as an expansive, multi-
disciplinary, and experience-focused phenomenon. This is a view of place already 
embodied by Indigenous cultures – perhaps due to their lack of history of their own culture 
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favouring space over place experience. In this review, I have tried, like Casey (1997) and 
Malpas (1999, 2006, 2012), to excavate a view of place from its operationalisation that 
dominates and informs western society, politics, and systems (e.g., education). It is a view 
of place that I think artists might explore in their own interdisciplinary and experiential ways. 
This is not to deny that there may be lingerings of spatial thinking and operationalisations of 
place in artists’ experiences and accounts of place. 
            * 
2.11    Identity theory 
 
Identity theory is a theory of how people are shaped by their culture, society, and 
places, and how they come to identify with these happenings in their own way. The review 
begins with some early identity theories that were influential to more recent theories. I 
provide insights into the different kinds of identity theory relevant to this study. These 
include: collective identities, role identities, social identities, relational identities, and 
personal identities. Later, I discuss a more recent theory: place-identity theory. Not all 
identity theories are discussed, but only those relevant to artists, and that compliment the 
interconnectedness of place and identity.	  
The psychologist, William James (1890/2013), developed psychological and social 
identity theory. James identified two distinct selves: The experienced self, which he referred 
to as the me-self; and the knower, which he referred to as the I-self. The me-self 
encompassed the material self, the social self, and the spiritual self, through which feelings 
could develop and be expressed. From this he developed the notion of multiple social 
selves; the idea that people develop the me-self through interaction with society. Mead 
(1934) developed James’s notion of a person knowing and judging themself and the way 
others develop lasting impressions of that person; his idea being that a person is able to 
define themselves as object, observer of self and others, and subject.  
Erickson (1959, 1968) made a significant contribution to psychological and personal 
identity theory with his assertion that people form their identities from childhood to 
adulthood, with important formative stages occurring in adolescence. Identity formation 
means that childhood influences, such as how a girl was parented, her education, places, 
and other social and cultural factors, form her identity. Important to identity formation are 
two internal conflicts that young people need to resolve in order to develop their own 
identity and wellbeing:  
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1. The struggle to try to fit in with other social groups, cultures, etc., whilst also 
developing their own individual selves.  
2. In adolescence, the struggle to achieve a balance of expressing support and love 
for others and being open to receiving this in turn (Erickson, 1959). 
 
These historical theories of how society shapes selves as well as the personal 
development of self are relevant for the current research. As artists position selves in the 
different places discussed earlier (environments, locales, social contexts, and so on), these 
places are likely to shape their identities. Thus individual, social, and relational identities are 
important when researching place and identity. As artists might identify with or belong to art 
groups, the art world, and so on, their role identities and collective sense of identity with 
such groups may also be relevant. Robins and colleagues’ (2008) theory of the four “layers 
and structures of the self” (p. 426) provide a good overview of the four main kinds of 
identities: collective identity, social identity, relational identity, and personal identity, as they 
pertain to this study. These are outlined as follows: 
 
1.  Collective identity refers to the collective interest in the arts by a group of people 
(i.e., artists). A collective identity could also be a political movement, church, or club. 
Importantly, Stryker and Burke (2000) point out variations in the nature of collective 
identities, using as an exemplar the “variation in members’ willingness to contribute 
money, time, or other resources” (p. 291) to the group. 
2.  Social identities stem from social norms and behaviours (Robins et al., 2008). The 
social identity of an artist depends on her standing in society, and public recognition 
or praise she receives from being an artist. It could also refer to the interaction with 
certain social groups that is part of her practice (Schatzki, 2014). 
3.  A person’s relational sense of self or identity is determined by his/her intimate 
relationships; being married or in a de-facto relationship can determine a person’s 
validation or “pride in being a relationship partner” (Robins et al., 2008, p. 426). 
Relational identities for artists develop from relationships with spouses, offspring, 
parents, friends, peers, collaborators, art dealers and so on.  
4.  Personal identities are based on a person’s traits, values, and abilities that result in a 
person saying things about themselves such as: “I am a sensitive person” (Robins et 
al., 2008, p. 426). 
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Stryker and Burke’s (2000, p. 286) identity theory developed from the work of James 
(1890/2013) and Mead (1934). Having explored the way social structures inform the self 
and vice-versa (Stryker, 1980), and the internal self-processes of identity (Burke, 1991), 
Stryker and Burke (2000) collaborated to explore the variants that caused different hybrid 
identities in the social/psychological realm. They write: 
The extent to which persons can verify their identities depends on the identities of 
those others, on how the others respond to identity claims, and on whether 
behaviours that could alter the situation to align perceptions with standards of self 
meanings in fact are viable (Riley & Burke, 1995). Thus identities may or may not be 
confirmed in situationally based interaction. (p. 289) 
 
This highlights ever-changing and morphing identities as situations change and, I 
suggest, people become affected by their place experiences. Stryker and Burke (2000) 
focus on how social and other contexts inform a person’s identity in conjunction with his/her 
internal or psychological processing. They warn that to assume certain people have a kind 
of collective identity is to miss the point that identity theory seeks to define people’s unique 
identities from their different and changing contexts. Researching place and identity with 
artists using the hermeneutic model, and acknowledging the interconnection of places and 
selves in artistic practice, grows from this more holistic theory of identity to find the myriad 
identity shapers for each artist.  
Leary (2004) considers three points (based on the work of Lowe & Goldstein, 1970), 
which ensure any writing about self and identity distinguishes clearly between: “(a) The 
processes that are involved in reflexivity and self-awareness; (b) the beliefs, or feelings that 
people have about themselves; and (c) the processes involved in agency and self-
regulation” (p. 3). These points encompass the considerations of personal, relational, 
social, and collective selves, but in a way that considers how people change and reflect on 
situations to construct their identities in and with their different places, over time.  
 
2.12    Constructing role identities 
 
As discussed earlier in the chapter, environmental, social, cultural, and relational 
factors help form places and people are part of this. These places also influence the way 
identities form, how identities are constructed, and how identities inspire certain choices of 
places to be in or dwell. Artistic practice provides a way for an artist to process her being in 
the world (including all the different places she experiences) through art, and, in doing so, 
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adopt and nurture her own role identity as artist. This role hinges on practice that is socially 
defined (Schatzki, 2014) and that draws on a wealth of knowledge and habits unique to that 
practice (Giddens, 1982). In other words, an artist is part of the metaphoric place that is the 
art world, and what she does and says about her practice within this place (see Couldry, 
2010) may provide insight into what her artistic practice entails (i.e., working in studios, 
painting, exhibiting etc.). These activities and thinking in this field or place, help form each 
artist’s role identity. 
 This interconnection of artist, place and artistic practice is reflected in Gullestad’s 
(1996) point that distinguishes between “how people in everyday lives construct themselves 
as subjects” and how ideal life courses and identity categories are constructed by the state, 
mass media, and the effects that the market has on lives (p. 306). These place and identity 
dimensions are relevant to artists and the role identities they develop. This is particularly so 
when considering their financial, political, social, and cultural environments as habitus, 
because habitus causes “actors to select forms of conduct that are most likely to succeed in 
light of their resources and past experiences” (Swartz, 1997, p. 106). Naturally, artists who 
choose some of these identity and place-shapers may be those unlimited by poverty and/or 
political restrictions. Artists’ decisions of the kinds of practices they have, and the place 
where these practices take place or reference, contribute to their role identity (Gullestad, 
1996; Swartz, 1997). Stryker and Burke (2000) note that “role is external; it is linked to 
social positions within the social structure. Identity is internal, consisting of internalized 
meanings and expectations associated with a role” (p. 289). Like the gathering of place 
(Heidegger, 2011; Malpas, 2006, 2008, 2010, 2012) a gathering of self or identity occurs 
through the inner and outer influences and processing of self in place – the two cannot be 
separated.  
Memory is an important aspect of place experience. According to Trigg (2012), place-
memory is “a unique mode of remembering involving its own effective and conceptual 
tensions” (p. 47). Trigg claims, “once lived, the past does not temporarily expire, even 
though the event itself may have ceased to exist” (p. 47). Instead, it resonates “in such a 
way that personal identity and collective identity become reinforced” (p. 47). This occurs in 
temporal time – in the here and shows again how collective identities and role identities 
are also not separate. 
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2.12.1    Role verification 
 
Roles change and need to be managed, as others can challenge a person’s role. 
Jackson (2010) noted that, “people need to cooperate for effective interaction to take place. 
Each needs to give up some of his or her own meanings tied to a particular identity in 
favour of another’s meanings of that identity” (p. 249). This alludes to the shifting place and 
identity contexts for each person. I suggest that capturing these moments and changes 
over time, through art or writing, is invaluable to studies of the being and becomingness of 
place and identity.  
Role verification is a term that suggests why artists might gravitate to each other to 
find like-minded people (Jackson, 2010, p. 249). One reason for this is their need to find 
those who share the same sub-culture thereby verifying their role within a collective. Once 
artists find their like-minded companions, they tend to work on their own and have little 
contact with other artists in the community (Bain, 2005). In this instance, the role of artist 
becomes a little removed from social and relational influences as they find a quiet working 
space within what is a shared place.  
The relational (Bourriaud, 2002) and social influences of an artist’s practice (Schatzki, 
2014), and his/her role identity within the art field, cannot be denied. Bain (2005) notes how 
artists tend to seek out people with whom they identify, or who like them even if they do 
work on their own, as their collective identity is important. Heidegger (1953/1996) suggests 
a kind of distancing of an artist from her social influences. He warned that the influence of 
others means that the artist (dasein) is in danger of developing into a they-self. He was in 
favour of the artist exploring his/her own being-ness through art, and therefore expressed 
concern for the artist being able to effectively engage his/her practice, suggesting that 
“being-with-one-another,” “arises from one doing the same things” (Heidegger, 1953/1996, 
p. 115). This can result in the idea of dasein designating certain “whos,” which Heidegger 
explained as: “The who is not this one and not that one, not oneself and not some and not 
the sum of them all. The who is the neuter, the they” (his italics, 1996, p. 119). For 
Heidegger, it is not good for artists to be too influenced by others, as they should be 
aspiring to create their own original art. This could be seen through his concept dasein: 
“dasein stands in subservience to the others. It itself is not; the others have taken its being 
away from it” (p. 118). This is a warning for artists to find their own being-in-the-world which 
can include a myriad of places such as being-in-the art world, being-in-another culture, 
being-in-one’s home environment, and so on.  
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Heidegger wrote at a time when the individual artist as genius, and working alone, 
was upheld in western art movements. Since his death in 1976, western art has arguably 
become more social as it encompasses participatory arts, graffiti art, performance art, and 
online and digital forms of art that interact with a wider social demographic, and are not 
limited to art galleries. These multiple places shape artists’ role identities and collective 
identities. It is through hermeneutic considerations that such bundles of gathered places 
and selves can be understood.  
 
2.13    The historical emergence of the role of the self 
 
Identity theory relevant to artists needs to be understood in the context of traditions of 
art and culture in the western world. This is because, since medieval times, an awareness 
of self has increasingly been portrayed through art (Greenfield, 2008; McAdams, 1996). 
This can be seen in the increase of family and self-portraits, multiplications of private rooms 
in houses, proliferation of mirrors, and in the “inward turning of drama and literature and 
psychoanalysis” (Tuan, 1982, p. 9). This increased awareness comes from the notion that 
people have an inner world and internal space. Many examples exist of portraiture as an 
exploration of the inner world of artists; Rembrandt, for example, painted himself more than 
one hundred times in different moods and roles (Tuan, 1982, p. 164). In the painting Self 
Portrait in the Studio, 1976, Brett Whiteley depicted himself in a favourite room of his house 
filled with things with which he identified – an example of self-portraiture that does not rely 
on the face alone.  
An increase in autobiographical components in literature can be traced through 
western history. Shakespeare’s character “Hamlet,” who “suffers from a crisis of identity” 
(Tuan, 1982, p. 163), is one early example. Greenfield (2008) notes how the arrival of the 
novel as a literary genre coincides with changes to western culture where “someone could 
be defined not just by their place and function in society” but rather by what happened to 
them “by the much wider repertoire of potential actions open to them” (Greenfield, 2008, p. 
122). This repertoire is further demonstrated by the self-development opportunities that 
television shows such as Oprah or Dr. Phil offer. These are testament in contemporary 
contexts to the opportunity western individuals have to self-define and self-construct as 
their place and function in society is no longer the key issue (as it has been in the past). 
Through these evolutions of identity construction, the modern self can today be understood 
as “a product or project that is fashioned and sculpted not unlike a work of art or 
technological artefact” (Giddens, 1991, cited in McAdams, 1996, p. 297). Hence, it is 
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possible to view everyday social life of work and family as “domains wherein selves are 
made and remade” (McAdams, 1996, p. 297). Artists engaging their practice in the context 
of the art world and their other places are no exception. 
 
2.13.1    The processes of forming ‘me’ and ‘I’ as the self 
 
McAdams’s (1996) framework for studying the individual person in society and cultural 
context is helpful for this project as it provides a clear distinction between the self-as-I and 
the self-as-me (p. 316). McAdams explains “I” as “the process of selfing” or “narrating 
experience to create a modern self” (1996, p. 316). In so doing, he distinguishes the “I” 
from the end result of the I-process, which is “Me.” In this scenario, “Me” is “the self that the 
‘I’ constructs over time” (p. 316). Understanding identity or self in this way helps to realise 
how important a person’s social and cultural context can be to a person’s developing “I” as 
well as his/her conclusive notions of “me” at any one time (although it should be added that 
McAdams does not suggest that “me” is ever a final “me,” as “me” is constantly 
developing).  
A notion of “me” is dependent on what has gone before as well as other factors such 
as the myriad place experiences of a person. Sarbin (1986) suggests a worldview based on 
contextualism is sufficient to understand human behaviour. He distinguishes 
“contextualism” from “organism” (where a person might be an individual organism that is 
not relational) – contextualism relates to the “me” in situ, now. Organism, on the other hand, 
relates to the organic development of the self (the I) that results in the contextualised “me.” 
This again supports the notion of being and becoming in and with place. 
There can of course be different “me’s”: me as artist; me as teacher; me as 
researcher, etc. These are role identities, but combinations of the developing “I” (McAdams, 
1996). This means that there are different notions of “me” (in terms of different career 
trajectories and cultural, social, or professional identities) and these will depend on how the 
“I” forms and configures into each “me” over time (Sarbin, 1986). For example, as a 
graduating art student works toward becoming a professional artist, the student artist and 
professional artist that she becomes are different constructions of “me.” The “I” constructs 
these different “me’s” as the student learns, reflects, changes, and develops through the 
transition of exhibiting and working in the art world. Her identity shifts from student to 
professional artist. How one identifies the “me” and the “I” might be influenced by cultural 
attitudes to what constitutes an artist (rites of passage), place, artistic practices, society, 
history, relationships, and psychological experiences.  
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2.14    Place-identity theory 
 
Place-identity theory was developed at around the time of the spatial turn (Prohansky, 
1978), and this identity model “has dominated environmental psychology” (Hauge, 2007, p. 
5). An important aspect of place-identity theory is the way self-theory and social theory 
tends to ignore place, the changes of people’s relationships to different places, and how 
these changes inform identities (Prohansky et al., 1983).  
The interconnection of place and identity can be understood through the way a person 
develops an identity to a region (Rijnks & Strijker, 2013): “The combination of 
characteristics a person ascribes to that region” are important but “this will depend on 
whether or not the person has lived in or visited the region” (p. 104). As “regions are 
defined by the characteristics they are associated with” (i.e., being inviting, culturally 
interesting, environmentally degraded, etc.), these characteristics in turn “influence the 
identity ascribed to that region” (p. 104). This means that, “defining a region and the 
construction of the identity of a region, are mutually dependent” (Haartsen, Groote, & 
Huigen, 2000, paraphrased by Rijnks & Strijker, 2013). This supports the view that identity 
and place are interconnected (Malpas, 1999, 2006, 2012). I for instance define my current 
home-region of Geelong according to the unique ways in which I engage with particular 
communities, use facilities (schools, galleries, council services etc.) and the parts of this 
region I choose to dwell in (river walks, beaches etc.). It is through these experiences that I 
know this place, identify with it and define it. 
Hauge (2007) investigates how “architecture and the natural and built-physical 
environment influence a person’s identity” (p. 1). In doing so, she discusses the three 
identity theories of place-identity, social-identity, and identity-process, and identifies 
problems with the usefulness of all of these in providing clarity about the interconnections of 
place and identity (specifically in the field of the built and physical environment). Reflecting 
the criticisms of Prohansky (1978) and Prohansky et al. (1983), she reports that place-
identity theory is particularly problematic because “place has been ignored in psychological 
identity theories” (Hauge, 2007, p. 10). This alludes to the issue of the operationalisation of 
place, mentioned earlier, and Hauge’s point here is a reminder that identity theories are 
operationalised within particular disciplines when associated with place. 
The identity and place theories discussed in this chapter provide insight into possible 
ways in which artists might express their place/identity experiences. As such the study is 
open to exploring the overlaps of place-identity, social-identity, role-identity, self-identity, 
collective-identity, in conjunction with other ways of being and becoming.   
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The interconnection of place and identity, projecting identities to places, non-static 
identities (Malpas, 1999; McAdams, 1996; Sarbin, 1986), and the inter-animation of 
changes that come from the body in place (Casey, 1996; Rubidge, 2011), indicate a 
symbiotic relationship of identities to environments, fields, and other places. This was 
Heidegger’s perspective, considered with his bridge example (2011), and his notion of the 
relational (1949/1975). From identity formations and constructions over time, I believe 
multiple place experiences occur, and inform identities. Identity theory is explored in these 
cross-pollinated ways alleviating Prohansky and colleagues’ (1983) concern that identity-
theory ignores time and social dynamics connected with place issues.  
 
* 
2.15    Artistic practice 
 
2.15.1    Space and place considerations in western visual art 
  
One of many spatial evolutions in the field of art is the freeing of place from the 
dominance of spatial thinking in western philosophy (Casey, 1997), and how this had 
particular repercussions in western visual art movements (Casey, 2001). Casey notes that 
“the empty metric dimensionality of sheer spatial extension” that once dominated 
philosophical thinking “no longer exists, much less dominates, the philosophical mind” 
(1997, p. 340), and this paradigm shift can also be observed in visual art.  
Berger (1977) analyses the painting Mr and Mrs Andrews by Thomas Gainsborough 
and explains how this painting was commissioned by Mr and Mrs Andrews to show off their 
private ownership of land, status, and wealth. Berger’s (1977) analysis provides insight into 
the social and cultural contexts of this painting that fit with the social analysis of space and 
power (Lefebvre, 1991) and Bourdieu’s (1990) critiques of the social, cultural, and power 
relationships. As such, space and place can be understood in the painting from two 
different perspectives:  
1.  The intention of Mr and Mrs Andrews in getting Gainsborough to paint them with 
their pedigree dogs and the land and house they owned on display (particular 
depiction of the subject matter and their social status). 
2.  The skilful form of the painting and the viewer who naively interprets the painting as 
an attractive, figurative scene (skilfully painted form). 
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The first shows off space and wealth; the second is about painting using composition 
and other skills to depict space, perspective, and so on, in an aesthetic way. Space and 
place are used in quite different ways in this example of art and artistic practice. Berger’s 
(1977) analysis and the insights of the spatial turn, together help to understand this artwork 
through the lens of Mr and Mrs Andrew’s relationships with their place and identity as well 
Gainsborough’s role in depicting this for Mr and Mrs Andrews; a role that is quite a 
technical one.  
Observing the changed relationships of the artist to place and space, from modernist 
art to contemporary art, Casey (1997) observes that contemporary painters no longer paint 
“from a removed point of view” (p. 340) as they did when painting distant scenes in 
formalist ways void of themselves or their own identities and relationship to place – or with 
their own expressive hands. He suggests contemporary painters acknowledge they “paint 
up close, in the near sphere of full bodily engagement with the subject matter” (Casey, 
1997, p. 340); painters are now “part of the scene” or subject matter they are painting (p. 
340).  
This shift of the artists’ relationship to their place and identity raises questions about 
“the happening of place” (Malpas, 2012) for the current research. If the artist paints, does 
she paint a scene removed from the place she is painting or does she paint from her 
experience of being in and with a place? These two different ways of expressing and 
defining places through art would surely produce two very different depictions of place, and 
identity with the place, for the artist. 
The art movement Expressionism is an example of painting from the experiences of 
being in a locale rather than being separate from a scene or place. Expressionist and other 
experiential ways of creating art could be described as events (Brook, 2008; Capobianco, 
2011; Malpas, 2012). Characteristic of the experiential process, an event entails painting 
and then standing back to observe the look of the painting. This assessment leads to a 
second step that involves seeing a different kind of imagery emerge. Responding to this 
vision (by applying more paint) becomes a process of creating art that is not about 
illustrating an idea, but instead finding form and image through the creative-artistic process 
of what is, in this case, being in a locale. Engaging in this process is embodied and very 
much about the artist’s locale as well as his/her sensory experiences, imaginative thinking 
and memory. It is a happening of self and place gathered in the expression that is the 
artwork. 
Bacon was a painter who engaged in experiential processes of painting but employed 
a painterly technique of isolating figures as a way of being more abstract and less figurative 
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(Deleuze, 2005). Analysing Bacon’s paintings in terms of place and space, Deleuze (2005) 
explains one of his paintings in the following way: 
 
The two figures in Two men working in a field form a figure only in relation to an 
awkward plot of land, tightly confined within the oval of a pot. In short, the painting is 
composed like a circus ring, a kind of amphitheatre as “place.” (2005, p. 1) 
 
Bacon’s desire to not illustrate (engage in expressionism) or be too figurative resulted 
in him combining his figures within other pictorial forms in his paintings, as “places” 
(Deleuze, 2005, p. 1). Deleuze (2005) suggests these places are separate from the 
experiences of the artist himself. He states that Bacon’s paintings are “neither a model to 
represent nor a story to narrate” (p. 2). My view is that if we scratch the surface of Bacon’s 
personal life we may find that these “places” (isolated, non-illustrated figures), along with 
the rest of the painting surface (that I understand as being possible representations of the 
artist’s place – see Hannigan, 2012), may reveal something of Bacon’s combined place and 
identity. Conducting a psychoanalytic inquiry into how the artist’s self and place is 
represented metaphorically or symbolically in his art is beyond the scope of this study.  
These place and identity considerations of art, emphasise the need for artists to 
explain their work so that we can learn of the material and immaterial aspects of place 
through artistic practice as a non-Cartesian, interconnectedness of artists’ practice, identity 
and place. 
2.16    Places of artistic practice 
 
Places in which artistic practices take place are wide and varied. This section 
considers the studio, more social or geographic places in which art is created or performed, 
as well as places such as galleries in which art is exhibited. Thus the place of art and place 
in art are considered along with the idea that creativity “occurs in specific locations,” but 
also requires “space for its realisation” (Dear, 2011b, p. 9). 
 
2.16.1    Studios  
 
For many western artists, their studios are important places within which artistic 
practices take place. It is “the generative space” (Jacob, 2010, p. xi) and “the first frame” or 
“filter” for the studio-based artist (Buren, 1971/2010, p. 156). Buren (1971/2010) names the 
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studio as the “place where the artwork originates,” “a private place” and “a stationary place 
where portable objects are produced” (his italics, p. 156).  
Studios are kinds of home-places, in the sense that home can refer to feeling that one 
fits with her/his chosen vocation. Heidegger for example, points out that, “the working 
woman is at home in the spinning mill, but does not have her dwelling place there” 
(1951/2011, p. 244). Csikszentmihalyi (1996) provides an example of an artist’s home and 
work-place as another kind of home place: “The artist Eva Zeisel, who says that the folk 
tradition in which she works is ‘her home,’ nevertheless produces ceramics that were 
recognised by the Museum of Modern Art as masterpieces of contemporary design” (p. 71). 
Zeisel is at home in the folk art domain but inadvertently finds her work, and possibly 
herself, in the contemporary high art world, because of the stakeholders with whom she 
collaborates. This suggests links between the places of the art world and the places where 
the artist dwells to engage in her artistic practice. 
 
2.16.2    Exhibiting spaces and places  
   
How best to communicate a message through art or how to best display work for 
optimum sales are some of the considerations of the artist. Considerations of where art will 
be exhibited can impinge on the artistic process: If artworks are destined for the market 
place, curators may want to select works from the artist’s studio space/place for exhibition 
or investors may visit studios to purchase the art. Anticipating an exhibition, the artist 
considers how the artwork transitions from the studio to the exhibition space/place. Buren 
(1971/2010) refers to this transition as “a devitalising displacement to its own reality and 
origin” (p. 158). 
When exhibited, artworks may be relocated to a new place for display. This means 
each artwork changes its place – or finds a new home. These considerations of studio and 
exhibiting place raise the question of the place of art. Malpas (2012) considered this place-
dilemma of creating art and then exhibiting it when he considered “the relation between the 
medium or mode of presentation” and “the work itself” (p. 237). By “medium or mode of 
presentation,” Malpas refers to “its singular placedness” (his italics, p. 237). A sculpture 
made of rope set up on a gallery floor is an example of the medium and mode of its placed-
ness. Together, the medium, mode and gallery are relational, but the unity or gathered-
ness of this place will depend partially on how the artist or curator has set it up and then 
how each visitor experiences this place that has changed because of the art in it.  
Heidegger considers that when exhibiting artwork in a different place to that in which it 
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was created, “the work makes public something other than itself” (1949/1975, p. 145). 
Given the interconnection of dasein with place, this “something” could be the place and 
identity of the artist as it was gathered in the place when it was made but with an 
awareness of the place of exhibition. It is my experience that the exhibiting spaces for 
which artworks are destined, play on the mind of the artists while they are creating artwork 
in their studios. The anticipated audience (social, cultural, economic, and political issues of 
the exhibiting place) can have some influence on what the artist creates. Therefore home, 
studio and exhibiting spaces and places are important considerations of artistic practice. 
  
2.16.3    Field work 
  
Visual artistic practice takes place through artists’ landscapes, urban-scapes, and so 
on, where artists might create sketches, take photographs, and generally experience 
places in bodily and sensory ways. On these trips they may think imaginatively and 
remember other places (see Byrne et al., 2010; Casey, 2005; Scott, 2011).  
The artist Timo Jokela (2008) often works in and with landscape. He wrote about his 
identity to his chosen environmental places coming from his artistic practice, stating that 
he embodies the feel of a place and his relationship with his environment results in him 
knowing place “from within” (p. 5). The identity he ascribes to place through his practice is 
“a dynamic whole that is constantly being reconstructed and comprises many other 
identities” (Jokela, 2008, p. 11). In contrast, the artist Tseng Kwong Chi makes art about 
his experience of feeling alien in his adopted home of North America. He appoints himself 
“the unofficial ambassador of China” as he sees and photographs the sights of North 
America wearing a visitors’ badge (Lippard, 1997, p. 66).  
For Tseng Kwong Chi, as is the case of many artists who work with communities 
(inside or outside of the art world), the place in which the art takes place, is the place in 
which it is created, performed, and viewed. This kind of work requires the community to 
make it happen. This example highlights the relational (Bourriaud, 2002) and social 
aspects of artistic practice (Schatzki, 2014; Zembylas, 2014) in conjunction with place and 
identity. 
Closely related to field work is the artistic exploration of places and representation of 
experiences through map art. Maps (or cartographies) are visual representations of 
topographies and, despite them traditionally being a method of knowing place, maps are 
also regarded as ways of knowing place in alternative ways. Clemans (2009) suggests that 
some artists explore maps (cartography) as part of their practice, because artists (in 
  48 
western democratic societies at least) are “free to disobey rules” (p. 10). Clemans (2009) 
explains: “Traditional maps assert, ‘This is how the world is’ and expect the reader to agree. 
Artists’ maps countermand that complicity, saying, ‘This is my vision, and I encourage you 
to construct your own’”  (p. 11).     
Map art explored by artists does not just refer to topographies of places. The artist, 
writer, and map-creator, Tim Robinson explains how he learnt this during his time living and 
walking on the Arun Islands.12 Despite a career as a visual artist living in London, once on 
the Arun Islands, Robinson was compelled to draw maps of the islands. Noticing that the 
existing maps provided directions for leaving the place, he set about creating maps to guide 
people into the place he was getting to know as a resident (see Smith, 2013). Through this 
artistic practice, Robinson came to realise that his interest was in “the bit of the world you 
can’t see – that always gets lost and obliterated” (Smith, 2013, n.p.).  
On the latter point, Robinson also noticed that this was metaphoric of what he felt in 
his mental life and, therefore, the relationship and identity he ascribed to place. This dual 
relationship of place and of understanding personal issues is in keeping with Clemans’s 
(2009) definition of a psycho-geographer – someone who challenges the traditional use of 
cartography in artistic practice by using the map as “a starting point, a form of 
documentation or end result,” as a way of interacting “with places and their inhabitants” (p. 
15). This is a creative way of exploring place that can simultaneously inform a person’s 
personal or psychological state, and therefore their personal identity. This view is supported 
by Robinson’s claim that his artist residency on the Arun Islands resulted in him having a 
different artist-identity to the one he had in London (Smith, 2013). Robinson’s process 
contributes to my argument, that experiences of being in places can lead to alternative 
artistic practices through experiencing that place and a shift in one’s role and collective 
identity as artist.  
 
2.17    Place-boundaries 
 
For the artist, “place boundaries” are further considerations of place and identity 
relating to maps, demarcating geographical regions (and therefore more spatial than 
“experiences of place”). These include: states, countries, national parks, urban areas, 
suburbs, councils, wards, boroughs, refugee camps, and so forth. Such boundaries define 
regions of geography, as well as communities, governance (therefore political agendas and 
                                                
12 The Arun Islands are off the south west coast of Ireland. 
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power), environments, and so on. Due to the flow of communities and organic nature of 
natural environment, these boundaries can be loosely defined.  
A way in which such bounded places impact the art world, and therefore an artist’s 
place and identity to a place, is when council wards or boroughs determine the kind of 
community art projects that proceed due to regional funding allocation for the arts. A case 
in point is Geelong, which has a different council overseeing an arts portfolio than adjoining 
shire Golden Plains. Previously, Geelong was deemed a regional place, resulting in artists 
living in this region being eligible for The Regional Arts Council funding. Due to Geelong’s 
outer suburban development and population increase, it is no longer deemed “regional.” 
This means Geelong artists can no longer apply for regional artist funding. If, however, a 
Geelong artist lived a street over the boundary of The City of Greater Geelong,13 (in The 
Golden Plains Shire)14 she would be eligible. This illustrates how boundaries and borders 
can determine an artist’s place identity, along with opportunities (funding and other) that 
can shape an artist’s practice. This is another consideration for artists engaging in the art 
world, as funding and places of residence (home) can define their place in the art world 
(i.e., it is groovy to live in some of the more “arty suburbs,” and being part of such 
communities and involved with events as residents can be beneficial to careers, support 
networks, and marketability as artists).  
For artists living within the borders, such boundaries seem artificial, bounding and 
defining some aspects of the place (political, place name, etc.) but not others (overall 
experiences of living in this region). Similarly, Massey (1994) could not define her London 
suburb, Kilburn, “by drawing its enclosing boundaries” (p. 7), because of its many-layered 
social and cultural groups.  
 
2.18    The art world and artistic practice 
   
Whether art is recognised as art or not is an ongoing question largely determined by 
stakeholders (Becker, 2008) or members of this field who judge artefacts and artistic 
practices. For Bourdieu (1990), art world rules “are not made explicit” as they tend to be for 
games played on a board or pitch (p. 67). In fields such as art, stakeholders (including 
artists) often need to learn the “game” (Bourdieu, 1990), and conform, in order to be 
successful (Becker, 2008).  
                                                
13 The City of Greater Geelong refers to the region governed by this council in the state of Victoria. It 
includes 12 wards. 
14 The Golden Plains Shire is to the west of The City of Greater Geelong and is a sheep-farming district. 
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Danto (1999), for example, explains how a necktie was painted and presented as art 
by three different kinds of artist. Picasso painted one and put it on display in a gallery. As 
the art world was ready for this, Picasso’s necktie was considered art. A child who saw 
Picasso’s necktie decided to create a necktie, too. This was not considered art, because 
the child had copied Picasso. Cezanne painted a necktie and exhibited his painting. This 
was not art, because at the time he painted it, the art world was not ready to understand it 
as art. The dilemma for Cezanne was that he painted his necktie at a time when romantic 
theory was still influential and a commonly held view was that the artist was a genius who 
rose above the mundane. Picasso, however, was working at a time when the influences of 
imitation theory resulted in distancing what was imitated (the necktie) from the necktie as 
art (see Dickie, 1984, p. 21). Danto’s (1999) point in telling this story was that “not 
everything can be an artwork at every time. The art world must be ready for it” (p. 246).  
Danto’s story shows how art worlds change as people challenge them. This means 
that the artmarket changes too – as people value artworks, they are written about, bought, 
and collected, which compounds their artistic and economic value. The restricted entry to 
the art world is what makes art special and what generates its cultural capital (Bourdieu, 
1990). 
 
2.18.1    Csikszentmihalyi’s system’s model of creativity  
 
Confluence models of creativity, such as Csikszentmihalyi’s, offer a way of 
understanding individual interpretations of places that are experienced and inform other 
places, such as art worlds. Csikszentmihalyi’s systems theory of creativity (1993, 1996, 
1997, 2004) explores how an artist may have built on knowledge acquired from a domain 
and field (Csikszentmihalyi, 1996) through “cognitive thinking” (Ward & Kolomyts, 2010, p. 
93). The confluence model considers “a system composed of three elements: a culture that 
contains symbolic rules, a person who brings novelty into the domain, and a field of experts 
who recognise and validate the innovation” (Csikszentmihalyi, 1997, p. 6). The artist is the 
person who brings novelty into the domain, but may also be one of the “experts.” In order to 
be an artist, she must negotiate the culture, symbolic rules, and also opinions of other 
stakeholders and experts in the art field. She needs to navigate this art world place along 
with her other place experiences (i.e., childhood, locale, social groups, culture, etc.). 
Csikszentmihalyi’s (1996, 1997) systems theory of creativity provides a way of 
understanding dimensions of an artist being creative, specific to a domain and field. The 
field, in this instance, is visual art (or the art world), which encompasses exhibiting, 
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marketing art, art criticism, and all the other systems that impact the artist’s engagement in 
this field.  
Csikszentmihalyi suggests, “the first trait that facilitates creativity is a genetic 
predisposition for a given domain” (1996, p. 52). One example he gives is that “a person 
whose nervous system is more sensitive to colour and light will have an advantage in 
becoming a painter” (p. 52). Importantly, he adds, “a sensory advantage is certainly not 
necessary” but “may be responsible for developing an early interest in the domain” (his 
italics, p. 52). An artist’s interest in, and ability to explore, this domain says much about 
her/his place(s) and her/his identity(s) formation. For Csikszentmihalyi (1996), interest, 
curiosity, and wonder are all important for the creative person and “every creative person is 
more than amply endowed with these traits” (p. 53). However, being interested and curious 
about a domain, such as visual art practice, is not enough; one needs to access this 
domain by exploring the tools, materials, and mediums, and engaging in the practice.  
Csikszentmihalyi (1996) explains multiple ways in which fields and domains affect 
each other. Like Danto (1999) above, Csikszentmihalyi (1996) suggests that sometimes the 
art world/field is not ready for some artists and their domain of practice, because “domains 
determine to a large extent what the field can or cannot do” or “fields that are not competent 
in the domain take control over it” (p. 44). This highlights two places artists might 
experience: (1) their own places and identity formation drawing them to domains, and their 
practices in these domains as artists; and (2) the art world/field to which artists’ practices 
extend, and of which they feel a part (or not). This latter aspect will depend on the field of 
experts and whether or not they accept the artist and her work. Csikszentmihalyi (1996) 
explains how, like domains, fields are restricted: “There are many gates to pass, and 
bottlenecks form in front of them” (p. 55). Their identities as artists, role identities and 
collective identities to groups of artists, or the art world, are important to how they might 
relate to the art world place.  
 
2.18.2    Creative artistic process 
  
Learning by doing is an important aspect of visual artistic practice, as new things can 
be learnt about the use of tools, materials, or technologies. Things can, however, go wrong 
(i.e., machinery or equipment breakdown), or obstacles get in the way. Finding solutions to 
such problems can become part of the artistic process, and Heidegger names this 
“accommodation to things” (Bolt, 2011, p. 98). Heidegger asserts that adjusting one’s 
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practice because of these problems is good for artistic practice, because “art thrives where 
things are not working properly” (Bolt, 2011, p. 102).  
Artistic practice, in this sense, can be about finding new things rather than re-
presenting what is already known or what already is (Heidegger, 1949/2008). This is why 
Heidegger believes that “art is not a representational practice and the history of art also is 
not a history of representation” (Bolt, 2011, p. 68), and why art is understood as 
“unconcealment (Heidegger, 1993, 2001; Gadamer, 2004) of that which has never been 
revealed” (Bolt, 2011, p. 68) and therefore original.  
DeLanda (2011) calls learning through doing “know how.” Learning that water-based 
and oil-based paints don’t mix is to “know what.” Artistic practice requires a combination of 
knowing how and knowing what (although some artists who work experimentally and 
experientially also learn of the know what through the mistakes they make). Bolt (2011) 
refers to this “knowing” as “praxical knowledge,” which requires the artist to be open to what 
emerges in the interaction with the material processes of practice (p. 95). This has 
relevance to the current research as just as social and cultural aspects can inform an 
artist’s place and identity, so do the material considerations of artistic practice. Clay, for 
example, can be symbolic of a particular place, colours can have important cultural 
meaning, and weaving particular materials can symbolise a person’s identity to a culture.  
Some artists challenge traditional uses of materials as part of their creative and artistic 
practice, and therefore assert their own identity distinct from the collective identity of a 
culture. This can be seen with Asian artists who challenge traditional cultural ways of 
making art and adopt more European modes, techniques, and genres. In a European 
context, Francis Bacon challenged conventional ways of painting by using brooms or 
combs, instead of brushes, to paint his pictures.  
In addition to challenging traditional ways of creating art, Heartney (2008) suggests 
that found objects can be used in art to evoke response, comment about environmental 
concerns, or show how objects “embody history, memory or fantasy” (p. 61). This is done 
by collecting and assembling found objects as the artist Rosalie Gascoigne did with her 
road-sign assemblages.  
 
2.18.3    Artistic practice as social, material, and relational 
 
Bourriaud’s (2002) theory of relational aesthetics was mentioned earlier. Heidegger 
(1949/1975) supports the relational aspects of artistic practice when he recognises that 
artists are “indebted to the other co-collaborators for the emergence of art” (cited in Bolt, 
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2011, p. 114). However, by “co-responsibility and indebtedness” Heidegger means “human 
and non-human elements – materials, ideas and purpose – are co-responsible not for 
making the art but for the emergence of art” (Bolt, 2011, p. 117). This point has relevance 
to the current study as social influences, such as cultural practices of a place (weaving, 
particular patternmaking, traditional arts, and crafts) and material aspects of places (wood, 
fabrics, climate, views of landscape), all potentially contribute to the way an artist practices 
and the kind of work s/he ends up creating.  
In addition to the material, social, and cultural aspects of artistic practice, Benjamin 
(2004) also discusses relationality, referring to the figures and forms within an artwork as 
immaterial presence, which suggests what figures and forms mean, and the sources of 
these images, such as artists’ sensory experiences, social experiences, memory, and 
embodied thinking. Such dimensions of the arts are explored as “bundles” of social 
influences (Schatzki, 2014) and a sociology of practice (Zembylas, 2014). Zembylas (2014) 
stresses the social and relational aspects of artistic practice, describing some of the ways 
that artistic practice: 
1.  Results in art that is “completed by individuals” but “collectively shaped”; 
2.  Develops “as a result of communities”; and 
3. Is best understood related to “other social phenomenon, such as knowledge ability, 
valuation, power, language and institutions” (p. 11). 
These three points are compatible with the identity theories of: collective, social and 
relational, and personal. However, the social perspectives of artistic practice seem to 
overlook individual personal and meditative-like practices that draw together place 
experiences other than the social (such as memories of past places, imagined places, the 
environment, etc.). This is perhaps because of the history of the self being defined through 
western art (as discussed earlier with McAdam’s, Tuan, and others), and a more recent 
backlash to embrace relational art, performance art, community, and participation art. This 
is evident in the recent writing about artistic practice as social (Murphy, 2011; Schatzki, 
2014; Zembylas, 2014). Therefore, just as Stryker and Burke (2000) posit, both 
psychological and social views are important to consider when researching the topic of 
place, identity, and artistic practice, as are psychological, personal, and place views 
(Hauge, 2007). 
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2.18.4    Creativity in place and creativity of place 
  
Ingold (2013a; 2013b) and London (2003) suggest ways of investigating creativity of 
artistic practice as creativity in place and creativity of place. Dear (2011b) states that, 
“creativity takes place in specific locations” (p. 9). He distinguishes creative processes that 
occur in place, from creative processes that occur of place. “Creativity in place” is how “a 
particular location, or time-space conjunction” plays a part in facilitating creative process 
(Dear, 2011b, p. 9). “Creativity of place” refers to the ways in which space itself is an 
artefact in the creative practice or output, as when a dancer moves an arm through an arc 
or a photographer crops an image to create a representational space (p. 9). 
The way a sculptor responds to the environment in her artistic practice is one example 
of creativity in place. Another example is when an artist works with a community and 
streetscape to create a public mural. In both scenarios, creativity is driven by the potential 
of an idea to find form in conjunction with the relational aspects of community or the natural 
world. This being in and with place is not new; Heidegger (1953/1996) also discusses this 
idea with his explanation of dasein-with, dasein-in, and dasein-for in his explanation of 
being-in-the world.  
 
2.19     Going beyond what is real  
An artist can invent her own mapping system, showing how she goes about life. 
Artistic process, in this case, becomes a “vehicle for discovery” (Turchi, 2004, p. 15). 
Although this may not be the philosophy of all artists, the general freedom and will to work 
against norms or rules for which artists are historically famous, sets up conditions for 
practices that potentially reinvent notions of place (particularly its maps or boundaries), and 
challenges or re-invents the self. Such an artist could be changing a “symbolic culture” 
(Csikszentmihalyi, 1996, p. 8), because she is doing something original. This is a way of 
changing place that may involve working with the rules of the field (art world), and being 
creative in a way that is “novel/original and useful/adaptive” (Feist, 2011, p. 114). Artists’ 
ability to change a “symbolic culture” (Csikszentmihalyi, 1996, p. 8) is possibly because 
they tend to be open to try new and different experiences (McCrae, 1987). This is a view 
also supported by Feist (2011), who defines “openness” as “the breadth, depth, originality 
and complexity of an individual’s mental and experiential life” (p. 120). Focusing on the 
social dimensions of artistic practice, Zembylas (2014) suggests “artistic action represents 
non-routine, creative action par excellence, which means that artistic creation processes 
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touch on … the emergence of the new” (p. 7). For Csikszentmihalyi (1996), “creative 
individuals alternate between imagination and fantasy at one end, and a rooted sense of 
reality at the other” (p. 63).  
From Csikszentmihalyi’s (1996) study of artists, he found that “normal people are 
rarely original, but they are sometimes bizarre. Creative people, it seems are original 
without being bizarre” (p. 63). He explains: 
A bizarre response is one that, with all the goodwill in the world, one could not see in 
the stimulus. For instance if an inkblot looks vaguely like a butterfly, and you say that 
it looks like a submarine without being able to give a sensible clue as to what in the 
inkblot made you say so. (p. 63) 
  
The connection to realities of place and self are important to the current research, as 
artists are able to “go beyond what we now consider real, and create a new reality” 
(Csikszentmihalyi, 1996, p. 63). We can learn much about place and identity through these 
imaginative and real perspectives. It is, however, important to be mindful that artists’ 
experiences can be informed by financial, political, or social conditions, as these can inform 
choices about where an artist researches or creates art. Hence social, political, or 
economic power systems (Massey, 2005, 2009b, 2013), as well as the bodily (Casey, 1993, 
1997, 2001, 2005; Rubidge, 2011; Schatzki, 2001) and sensory (Casey, 1993, 1997, 2001, 
2005; Malpas, 1999; Rodaway, 2005), come to bear on artistic practices, places, and 
identities. 
Summary 
This chapter has reviewed place theories, from the philosophical framework of 
hermeneutics through to social ideas of place incorporating the spatial turn. These multiple 
ideas of identity have been discussed in order to show these are multi-faceted phenomena, 
and related to place.  
The chapter explored place and identity considerations including: from where art 
might be sourced, the artist’s situation, identities, and from where these place/identity ideas 
may have emerged. These factors draw on and contribute to the cultural climate of the 
time, the social situation, the space/place in which the artist works (studio, park, kitchen 
table, etc.), considerations of exhibition, performance and collaborations and the materials 
and processes used in artistic practices.  
I now re-visit the research questions and summarise how the theoretical framework of 
place, identity, and artistic practices identified problems with defining place and identity, 
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and how the triad of place, identity, and artistic practice theories called for research that 
investigated the following three questions: 
 
1. What can be understood about each artist’s account of place and identity?  
The literature review has shown the interconnection of place and identity, and how the 
theoretical framework supports the multiple notions of place and identity grounded in 
hermeneutic experiences.  
2. How do the artists encounter, use, or draw on, themes of place and identity in their 
creative practice, products, and thinking?  
The literature review has shown that the research needs to focus on ways in which 
place and identity are understood and experienced by visual artists, through their practices. 
The examples provided show how artists can provide creative ways to experience place 
and self and, therefore, understand self and place in unique ways.  
3. In what ways do the artists’ places influence their constructions of identity? 
The different theories of identity show how identities form from different social, 
environmental, and historical factors. Identities are therefore interconnected with places. 
The review has shown how identities form from myriad sources; finding the unique, 
hermeneutic source will be important for answering this question.  
The next chapter is a discussion of the methodology and methods used to investigate 
the phenomena of place and identity that emerged from the visual artistic practices of five 
artists, including myself.  
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Chapter 3 
Methodological Theory 
 
3.0    Introduction 
 
Attempting to understand place from artistic perspectives potentially draws on artists’ 
unconventional and innovative lenses. As Harris (2014) notes, “Artists and artistry have 
always thrived in contradiction to a mainstream which seeks to contain and control them” 
(p. 20). Honouring these lenses, and knowing that western history was pre-occupied with 
spatial thinking (Casey, 1997), is to respond to the call “for an academic openness to 
alternative conceptions of place and place experience” in the hope that it might “provide 
place research with an overarching coherence” (Seamon, 2011, p. 14). The current 
research set out to do this through researching place and identity, while acknowledging the 
need to value artists’ perspectives through practice-based research approaches that draw 
on hermeneutic and material-art considerations (Barrett, 2013; Bolt, 2011, 2013). In doing 
so, the research considered the range of ontologies and epistemologies that emerge from 
arts practice-based and arts-led research (see Cole & Knowles, 2008; Sullivan, 2005).  
The previous chapter positioned the research as a hermeneutic study that values 
communication and interpretation as ways to make sense of the world. Theories of place, 
identity, creativity, and artistic practice were discussed in order to identify existing 
knowledge, the links between different theories, and what gaps could be explored in this 
research. At the end of Chapter 2, I provided the research questions that emerged from this 
literature review.  
* 
The current chapter first sets out my ontological and epistemological stance as a 
researcher. I then discuss how this stance is actioned as a researcher, with the blended 
methodologies of: collective narrative case studies, narrative inquiry, and autoethnography.  
The design of the study is discussed along with considerations of reflexivity, 
legitimacy, and authenticity. I explain the methods employed in the study, including 
narrative and artefact-elicited interviews, autoethnography, and thematic narrative analysis.  
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 Table 1: Data generation and data analysis 
 
 
 
! !!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!! ! !!!!!!!!!!!!!!!!!!! !
Personal!experience!as!visual!artist!for!twenty!years.!!
I!want!to!know!more!about!why!and!how!I!explore!place!and!identity!through!my!visual!artistic!practice!
and!thinking.!This!leads!me!to!explore!theories!of!place,!identity!and!ways!of!understanding!art!and!
artistic!practice.!
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
!
I!design!PhD!research!that!includes!four!narrative!case!studies!of!four!artists!and!an!autoethnographic!
investigation!into!my!own!practice.!I!investigate!the!phenomena!of!place!and!identity!through!visual!
artistic!practice!and!thought.!!
!
!
!
!
!
!
During!a!1?year!
period!
…………….!
During!a!6?month!
period!
!
!
I!write!my!auto;ethnography.!
!
……………………………………………………………………………………………!
I!send!auto;ethnography!to!four!informants!to!read.!
!
I!interview!each!autoethnographic!informant.!
!
!
!
!
………………………………………………….!
I!transcribe!the!four!interviews.!
I!incorporate!relevant!information!and!themes!into!
my!auto?ethnography.!
!
During!a!6?month!
period!
!
!
!
4!x!1st!interviews!
conducted!over!a!3!
week!period.!
!
!
!
2!weeks!waiting!
time!!
!
4!x!2nd!interviews!
conducted!over!a!3!
week!period!
!
!
!
1!month!waiting!
time!!
!
!
!
!
!
4!x!3rd!interviews!
conducted!over!a!
3?week!period!
!
!
!
!
!
!
!
…………………….!
The!four!narrative!
accounts!are!
written!over!the!
course!of!8!months.!!
!
!
!
I!conduct!Narrative!Case!Studies!of!four!artists!
?!Survey!websites,!exhibition!catalogues!etc.!to!find!four!suitable!artists!to!invite!to!
be!participants.!!
?!Draw!up!lists!of!questions!for!semi?structured!interviews!with!these!four!artists!
!
Interview!1!(audio!recording)!
Semi?structured!interview!to!learn:!
• how!each!artist!describes!his/her!practice!
• whether!place!features!in!his/her!work,!and!if!so!how!
• each!artist’s!experience!and!understandings!of!place!
• each!artist’s!experience!and!understanding!or!his/her!identity!
!
!
Interview!2!(audio!recording,!artifact!elicited)!
Semi?structured!interview!based!on!the!five!artworks!that!each!artist!has!selected!
to!show:!
• why!each!artist!has!chosen!to!show!the!particular!artworks!
• how!each!artwork!represents!place!experiences!
• how!each!artwork!represents!self/identity!
!
!
Transcripts!from!Interviews!1!&!2!sent!back!to!each!participant!to!read.!
These!include!notes!in!the!column!of!my!tentative!thematic!coding!and!
interpretations.!
!
!
!
Interview!3!(audio!recording)!
Semi?structured!interview!inquiring!into:!
• how!each!artist!found!the!reading!of!the!transcribed!interviews;!
• additional!storying!about!Place!and!Identity!issues!or!experiences!in!
his/her!artistic!practice;!
• building!on!themes,!stories!or!queries!that!have!emerged!from!the!last!
two!interviews;!
• whether!place!features!in!his/her!work;!and!!
• whether!or!not!his/her!work!is!about!the!self,!identity,!portraiture!of!
some!sort!etc.!and!if!so,!in!what!ways.!
……………………………………………………………………………………………!
!
!
!
!
!
!
Member!checking:!Each!artist!participant!reads!his/her!narrative!account.!I!contact!
each!artist!after!one!month!to!check!if!he/she!agrees!with!my!interpretation!and!
re?presentation!of!his/her!storying.!!
I!ask!if!he/she!agrees!to!this!transcript!going!forward!for!analysis.!!
!
All!all!agree!to!this.!!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
Analysis!of!Interview!1!&!2!
• transcription!
• tentative!thematic!coding!
• tentative!interpretations!
!
!
!
!
!
!
!
!
!
!
!
!
!
Transcription!of!interview!3!
• partial!thematic!coding!
• partial!interpretations!
………………………………………………………….!
Analysis!of!all!transcripts!
Write!narrative!accounts!to!complete!thematic!and!
interpretive!analysis!incorporating!notes!from!other!
data!for!each!case.!
Send!these!narrative!accounts!to!each!artist!
participant!
!
!
!
!
!
!
!
!
Finish!writing!auto;ethnography!!! Thematic!analysis!of!auto;ethnography!
!
!
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3.1    Ontology 
 
Ontology is “the nature of being” (Oxford Dictionary, 2013b, n.p.) and therefore reality. 
My understanding of the nature of being and reality has partially been formed by the 
hermeneutic notion of being that recognises our individual interpretation of things but also 
shared and relational existences. I understand this as relativist and constructivist ontology, 
because our sense of being comes from relations with others and the world, and 
recognises multiple realities.   
Forms of communication and interpretation, such as art and narrative, are important 
ways of constructing knowledge and understanding our being-ness. Eisner’s (1985, 2002, 
2008) views of “aesthetic modes of knowing” cohere with my ontological view that 
knowledge can be learnt from art and narrative. Bruner’s (1985, 1986, 2001, 2002, 2004a, 
2004b) work contributes important insights into how we make meaning of our experiences 
through narrative. Indeed the co-relation of narrative and knowledge are embedded in the 
term ‘to narrate’, which Bruner (2002) explains comes from “telling” (narrare) and “knowing 
in some particular way” (gnarus) (p. 27).  
The dual personal and relational aspects to our sense of being-ness suggest why we 
develop our own identities, but also develop collective identities (see Trigg, 2012, p. 47), 
and role identities (Jackson, 2010; Goffman, 1959/1990; Gullestad, 1996; Swartz, 1997; 
Tomkins, 1987). Of self-making, Bruner explains: 
Self-making is a narrative art, and though it is more constrained by memory than 
fiction is, it is uneasily constrained. Self-making, anomalously, is from both the inside 
and the outside. The inside of it, we like to say in our Cartesian way, is memory, 
feelings, ideas, beliefs, subjectivity. Part of this insided-ness is almost certainly innate 
and species-specific, like our irresistible sense of continuity over time and place and 
our postural sense of us. But much of self-making is from outside in – based on the 
apparent esteem of others and on the myriad expectations that we early, even 
mindlessly, pick up from the culture in which we are immersed. (2004b, p. 1) 
 
I believe narrative and art go hand-in-hand with the inside (personal) and outside 
(relational) experiences and understandings of our lived experience.  
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3.2    Epistemology 
 
A definition of epistemology is “issues having to do with the creation and 
dissemination of knowledge in particular areas of inquiry” (Steup, 2013, n.p.). Within a 
constructivist view of the world, knowledge is created and disseminated from multiple 
sources and with multiple meanings. The concept map (Appendix A) and Table 2 (see p. 
86) show how my knowledge of place and identity has partially emerged through my visual 
artistic practice. I believe my artistic practice to be a rich, honest, and profound way of 
expressing my understanding of identity and place. Drawing on this perspective, I chose to 
inquire into place and identity in artistic practice further, through autoethnographic writing, 
and narrative case studies of four artists.  
I drew on the notion that we construct selves through narrative and art. As we do this, 
through reflection on our personal journeys, as well as interactions with others and other 
places, interpretation is an important consideration. Therefore a constructivist-interpretivist 
approach to doing research was needed that valued the plurality and fluidity of knowledge.  
 
3.3    My approach: this study as ontology; this study as epistemology  
  
As a constructivist researcher, I was positioned in “a web of self and others” (Chang, 
2008, p. 65). Attuned to the many different hermeneutic interpretations and constructions of 
meaning that emerged about place and identity, I was also aware that “multiple realities 
exist” (Hatch, 2002, p. 15), and that these are “inherently unique because they are 
constructed by individuals, who experience the world from their own vantage points” (p. 15).  
Interest in personal experiences sees the constructivist researcher spending 
“extended periods of time interviewing artist-participants and observing them in their natural 
settings in an effort to reconstruct the constructions participants use to make sense of their 
worlds” (Hatch, 2002, p. 15). Narrative and art was deemed to be a useful way to inquire 
into such experiences; Hatch (2002) suggests “knowledge produced within the 
constructivist paradigm is often presented in the form of case studies or rich narratives that 
describe the interpretations constructed as part of the research process” (p. 16).  
I explored the narrative research approaches of Cleaver (2012), Chase (1995, 2002, 
2011), Josselson (1995, 1996, 2007, 2011), Mishler (1986, 1991, 1999, 2000), 
Polkinghorne (1983, 1988), Riessman (1993, 2008), Squire (2008, 2011), and others. In so 
doing, I identified the interpretive and constructivist considerations of doing narrative 
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research in qualitative ways. Seidman’s (2006) work in qualitative case studies provides 
insight into how the narrative inquiry of each artist could be a holistic narrative case study.  
Doing narrative research as holistic case studies was a way to draw on the 
constructivist habit of exploring research participants’ multiple aspects and contexts. As the 
research project evolved (see Table 2), “the circular dynamic of subject and object,” rather 
than the relativism (Miller and Crabtree, 1999, p. 10), of each person and their contexts 
emerged, because I focused on each case, rather than comparing and contrasting research 
participants with set definitions of what their contexts were. Focusing on each case, I was 
reminded of Bruner’s (1996) advice that people construct selves with stories that bring 
disparate elements from times and places together, just as I had done with my own artistic 
practice (particularly as my art tends to have a narrative component).  
   
I based the methodology in the epistemology that:  
(1)  Accounts of lived experience are ways of knowing;  
(2) Narrative accounts of experience through story, conversation and interview are 
suitable methods for learning new knowledge; and 
(3)  Artistic practice is a way of knowing.  
 
3.4    The case studies  
 
The majority of the research project was the case study of four artist-participants. 
Autoethnographic inquiry into my own practice was a smaller, reflexive component of the 
research.  
Qualitative, narrative case studies are “holistic” (Stake; 2003; Wiebe et al., 2010; Yin, 
2009, 2011). Holistic case studies are suitable for studying phenomena such as place and 
identity, because “holism asserts that a broader approach is required to understand 
phenomena in their totality or situ where the whole is greater than the sum of its parts” 
(Wiebe et al., 2010, p. 422). The challenge is to find credible stories about authentic 
experiences and trustworthy interpretations of knowledge. It was encouraging, therefore, to 
learn that the multiple perspectives of holistic case studies can lead to the creation of 
“credible synthesis of these elements of knowledge” (Wiebe et al., 2010, p. 411).  
Wiebe et al. (2010) point out that Heidegger advances the importance of 
interpretations with his point that “we make things meaningful by trying to understand their 
contexts” (p. 422): 
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In the realm of case study approaches, holism is an interpretive standpoint of the 
researcher. Holism will be a function of what the case study’s purpose is in the terms 
of reference. Therefore holism is about the interpreter’s design for what the big picture 
is and what that entails. (Wiebe et al., 2010, p. 422) 
  
The “big picture” of this research is how place and identity is played out in artists’ 
lives. This includes individual experiences of places due to different backgrounds, 
hermeneutic perspectives, interpretations, preferences, and so on, including the naturalistic 
setting of artists’ houses and studios within which interviews took place. These are places 
within which artists are situated – their locales. Interviews were designed to inquire into 
multiple place and identity experiences to learn about these in relation to each artist’s 
artistic practice.  
 
3.4.1    Instrumental case studies 
 
When considering case study, three versions were considered: “intrinsic case 
studies,” “instrumental case studies” and “collective case studies” (Stake, 2003, p. 136). As 
the research involved investigating each artist-participant’s perceptions of place and 
identity, the kind of case studies used in this research were instrumental case studies. 
Wiebe et al. (2010) explain: 
Instrumental case studies are examined for their potential to enhance understanding 
of an issue or phenomenon. The case per se is less emphasized than the theoretical 
insight it might offer for a construct or concept. When several cases are selected to 
accomplish this instrumental goal, then the study falls into the genre of multiple case 
studies. The construct of holism takes on nuanced interpretation for each of these 
typologies. (p. 422) 
 
Stake outlines six points for case study researchers to consider. These are: 
1. The nature of the case; 
2. The case’s historical background; 
3. The physical setting; 
4. Other contexts (e.g., economic, political, legal and aesthetic); 
5. Other cases through which the case is recognised; and 
6. Those informants through whom the case can be known (Stake, 2003, pp. 139–140). 
 
  63 
To explore the nature of the case, I attended to these six points in the following way: 
1) Three interviews were used to discover each artist-participant’s experiences of 
place and identity. The interviews occurred in a place chosen by each artist. 
Artists were invited to bring artworks to show and discuss for the second 
interview. Further information about each artist’s work was explored, such as 
websites, exhibition invitations and so on to expand my understanding of the 
nature of the case.  
2) Each artist’s historical background was explored through gallery links and 
websites, to learn of exhibitions or activities in which artists had engaged. Some 
of this information was also sourced through interview. 
3) Data on the physical setting were provided through written accounts from my field 
journal (observations). 
4) As artists referred to other contexts, such as funding bodies, policies, council 
commissions, public art competitions, and so on, further investigations were 
made into these.  
5) The “other cases,” through which each case was recognised, were those of other 
artist-participants and my own autoethnography (although the research was not 
designed to have a comparative component, i.e., comparing and contrasting 
cases).  
6) My case (the autoethnography) was enriched by interviewing four significant 
people, known as informants. The research focus was initially anchored in my 
experience but “autoethnography is not a study simply of self alone” (Chang, 
2008, p. 65); informants provided a way for me to develop this as 
autoethnography rather than autobiography.  
* 
 
3.4.2    Qualitative narrative inquiry based on experience 
 
Narrative Inquiry was used over the course of three interviews with each of the four 
artist-participants. Narrative Inquiry is a qualitative inquiry into experiences that encourages 
narrating of self through storying and life storying; a phenomenon is studied in the actual 
world, without any attempt to control the settings.  
Bamberg (2012) explains the importance of experience in narrative: 
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When narrators tell a story, they give “narrative form” to experience. They position 
characters in space and time and, in a very broad sense, give order to and make 
sense of what happened – or what is imagined to have happened. (p. 3) 
 
The current research may be viewed as “experience-centred narrative research” 
(Squire et al., 2008, p. 1). Two other kinds of narrative research are “event-focused” 
research (where the narrator tends to tell about past events) and research that focuses on 
“the co-constructed narratives” of multiple people (Squire, 2008, p. 1). Experience-centred 
narrative researchers: “often expand the contexts, as well as materials that they study 
including participants and their own reflective written or oral comments on interviews” 
(Squire, 2008, p. 2). I did this by inquiring into participants’ experiences, artistic processes, 
and ideas about their artworks; encouraging them to story their experiences.  
These experiences were recorded in the temporal time of interviews. This meant that 
a three-dimensional narrative inquiry space of temporality, sociality and place were 
considered. Three interviews took place, and these became field texts for analysis. The 
final research texts developed from this analysis and are presented in Chapters 4, 5, 6 and 
7.   
 
3.4.3    Art and narratives 
 
The four artist-participants were asked to select five artworks that they created, to 
show and discuss for the second of the three interviews. Their interpretations, descriptions, 
and constructed meanings of their artworks became part of each dataset. The four artist-
participants were asked to select five artworks that they created, to show and discuss for 
the second of the three interviews. Their interpretations, descriptions, and constructed 
meanings of their artworks became part of each dataset. In order to maintain anonymity of 
artist-participants, and for ethical reasons, images of these artworks are not displayed in 
this thesis. The four artists do exhibit their art in art galleries and on their websites, and are 
not anonymous in these contexts, but as I was researching their practices using narrative, I 
was mindful that personal issues, people and places would potentially be referred to and 
having such text along with their images would no longer make them anonymous. I 
carefully considered this ethical issue, as it would have been nice for the reader to see 
images of the artworks. I decided that the absence of these images was not a problem, as 
each artist described and explained their artworks and relevant parts of this narrative data 
made it into the narrative accounts.  
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I wrote about my own relevant artworks, and included images of these, as part of my 
autoethnography (see Chapter 8). 
* 
In the interviews, art was a helpful means of delving into the empirical and narrative 
world, as art is not just an artefact or “thing,” rather, a kind of “place where things can 
happen” (Malpas, 2012, p. 21). Art is also “knowledge production” (Sheikh, 2009, p. 6).  
Cole and Knowles’s (2008) deep structures of methodologies helped me consider how 
art could be included as data. I pondered whether the methodology of the current research 
employed the arts: (a) conceptually; (b) with respect to process; and (c) with respect to 
representational form. 
As each artist-participant had chosen artworks to show and discuss in the interviews, 
these three aspects of art were explored. The focus of each artist’s chosen artworks in the 
second interview could be said to be referring to the final form and the lasting impressions 
or memories of the form taken to create the artworks. As the research was not focused on 
conceptual art, the process in action, or on aesthetics per se, the study was not employing 
the arts with respect to Cole and Knowles’s three aspects directly, but via artist’s narratives 
about these artistic constructions. 
 
3.4.4    Honouring narratives in research 
 
My research required an approach that honoured the narratives of artist-participants, 
my own narrative in autoethnography, as well as those of my four autoethnographic-
informants. I was aware that culturally- and socially-defined language constructs or 
conventions inform meta-narratives or “big stories.” Small stories about single events or 
ideas can be found nested in these large stories and it was these that I was keen to find.  
In order to understand the individual narratives of each dataset, I took Raggatt’s 
(2006) advice and directed my attention “to the characteristic narrative styles that 
individuals bring to the complex processes of authoring (and re-authoring their lives)” (p. 
32). This is important when doing narrative research where narrative accounts are being 
written as data analysis for each artist. I addressed potential discrepancies about whose 
story is being told and how the different environments affected the storytelling or authoring 
of self, in the following ways:  
1. When writing narrative accounts for each artist-participant, I used their words 
as much as possible. My selection of words was an interpretive act, and, 
where my own observations, feelings, and thoughts were included, I made 
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this clear, providing transparency about who was storying whom.  
2. Narrative analyses and transcripts were sent to artist-participants for member 
checking. The artists read the transcripts and I gave them opportunity to make 
changes, then return them to me.  
3. This process was followed by interviews to ensure transcripts and narrative 
analyses were credible. Some narrative researchers do not think that it is 
necessary to give data or narrative accounts back to participants, arguing that 
it is the researcher’s data (Andrews, 2011), however, I felt this was a good 
opportunity to check with the artist-participants that I was interpreting and 
thematically constructing their stories authentically. I also valued the 
opportunity to share my writing about their experiences with the artists, 
allowing them to feel they had been heard.  
4. Writing autoethnographically after the feedback from autoethnographic-
informants helped me to focus on my story and distinguish mine from theirs 
and small stories from large stories. Their perspectives enabled me to include 
the more social, cultural, and historical dimensions of knowledge they raised.  
 
3.4.5    Obtaining narrative data  
 
Encouraging artist-participants to “story” requires using open questions, such as those 
that start with How and Where. Using questions that begin with Are, or Is, is not useful as 
they invite a yes/no response. Open questions were used in the research interviews with 
both artist-participants and informants. I did not focus on a particular kind of experience by 
asking prescribed questions (Chase, 1995). Taking the advice of Chase (1995) and 
Josselson (2007), I encouraged story telling and conversation, rather than asking for report-
like answers (Josselson, 2007) to my questions.  
Some of my questions were deliberately not focused on the phenomena itself, with the 
hope that other conversations might provide insight into “how a particular experience is 
interwoven in a participant’s life” (Josselson, 2007, p. 540). The questions for the first 
interview (Appendix B) were designed to encourage artist-participants to think and talk 
about the key areas of the research, as well as to develop rapport. Conversations emerged 
from these initial open questions that assisted with the participatory relationship of 
researcher/participant (see Josselson, 2007). This is acceptable in qualitative research 
because “an interview is a joint product of what interviewees and interviewers talk about 
together and how they talk with each other” (Mishler, 1986, p. vi). To interrupt a 
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conversation flow, in order to ask a question, can be detrimental to the narrative that is 
emerging. I therefore “felt” my way through the conversation (glancing at the questions to 
ensure that I was covering the main points necessary for my research), but maintained an 
authentic engagement in the conversation as it developed with each artist-participant.  
 
3.5    Outline of the research process 
 
Within the first year of my candidature, I had written a draft of my autoethnography 
and sent it to four informants to read. These autoethnographic-informants were chosen 
because they were people close to me who had shared my life in meaningful ways. They all 
knew my childhood home of Wellington and also Melbourne. It was important to have 
people read and then provide feedback about my story; people of my culture, who know 
me, and places to which I referred.  
I interviewed these informants after they had read my autoethnography, and, as Table 
1 shows, incorporated relevant data into my developing autoethnography. Informants’ 
feedback offered different perspectives and highlighted the ethnographic elements of my 
story, thus making it a reflexive autoethnographic process.  
Table 2 shows how I started with autoethnographic writing, which then became a 
project of reflexivity, as I was both researcher and artist-participant. The purple spiral shows 
how place and identity were first learnt through my own autoethnographic work and 
literature review. As I got deeper into knowing the phenomena through each of the four 
artists’ perspectives, their views of place and constructions of identity were incorporated 
into this reflexive hermeneutic spiral of interpreting and knowing.  
At the end of data analysis, the themes of place and identity that emerged from the 
four case studies were both similar to and different from those of my autoethnography. 
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Table 2: The hermeneutic spiral of interpreting and constructing knowledge about place 
 
 
These similar and different themes that emerged were compatible with a hermeneutic 
study. I acknowledged the interpretive issues and dimensions of using narrative and art. I 
appreciated the personal and relational constructions within these creative ways of making 
sense of the world.  
I chose to speak to these themes from my own autoethnography to emphasise this 
hermeneutic issue of interpretation and understanding. This is presented as Chapter 8, 
along with a concluding section within which a key theme of mine, not overtly explored 
within any of the artist-participants’ narratives, is discussed.  
 
3.6    Narrative Inquiry: Issues of s and trustworthiness 
 
In narrative inquiry and other qualitative research, issues of credibility and 
trustworthiness measures, need to be considered. This section explains how I ensured the 
trustworthiness of the artist-participant narratives and my analysis of these.  
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3.6.1    The reliability of memory in narrative research 
  
The narratives told by artist-participants were from memory recall. Chang (2008) 
cautions the use of memory in narrative research, stating that “memory selects, shapes, 
limits and distorts the past. Some distant memories fade away quickly, blurring the time gap 
between these memories” (p. 72). Hence, reconstructing details some time after an event is 
a challenging task and the reliability of the outcome may be questioned (Chang, 2008). I 
welcomed memory as narrative data, drawing on Freeman’s (2010a) advice that recalling 
events from the past can be understood as bringing into existence things that are “wanting 
to be disclosed” and that can therefore “serve as vehicles of disclosure and revelation” (p. 
55). However, I did consider that some memories can be faulty and I would need to cross 
check some narrative with the three interviews, the artworks shown, other resources that I 
gathered (websites, exhibition catalogues etc.) and my field notes. 
 
3.6.2    Reliability of narrative data 
  
The reliance on “narrative truth” in narrative research, rather than proven scientific 
statements or accounts of events, is a dilemma for qualitative researchers who are 
interested to research peoples’ experiences through narrative. A criticism of the trust-
worthiness of qualitative narrative research is that only parts of stories are told, creating the 
potential to misconstrue the whole story. Freeman and Brockmeier (2001) suggest it is not 
possible to tell the whole story, because, despite there being a “continuity between ‘life 
itself’ and narrative” (p. 97), time, life, and events are always moving and do not stand still. 
Whilst researchers might like to tell the whole story, I concur with Stake that they cannot, 
because “the whole story exceeds anyone’s knowing or anyone’s telling” (2003, p. 144).  
This raises criticism of how faithful narratives are in narrative research. Bruner (1990) 
holds that a story can only be about the narrative truth and therefore it is misleading to call 
autobiographical stories faithful. In qualitative, narrative research, finding “truths” is less 
important to narrative researchers than finding possible alternatives to “truths,” An example 
of this is that Geelong, in truth, is an industrial town with a successful football team and a 
particular history, but a person living on the street in Geelong might reveal other “truths” 
about this town; truths unknown to others.  
In addition, researchers need to consider how they structure these narrative truths at 
the analysis stage. When sorting narrative data into thematic units, it is important to check 
these with participants to ensure that they are represented within the context that the 
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participants told these narrative truths in. If taken out of context or reduced too severely, 
narrative truths can become meaning something else (see Huberman, 1995). 
When considering narrative storying and the thematic units I hoped to find, I 
considered how it is wrong to assume there might be any one definitive interpretation of a 
set of narrative data (Annells, 1996; Bruner, 1999). One interpretation is not possible 
because interpretations change and are always an evolving process (Annells, 1996) and 
this evolving process needs to be considered for the participants telling the stories and the 
researchers who are trying to make sense of them. Interpretations are related to 
constructions of meaning, and, as Josselson (2011) states, “narrative truth involves a 
constructed account of experience, not a factual record of what ‘really’ happened” (p. 225). 
Not being able to tell everything as it was exactly is therefore acceptable in narrative 
research as it acknowledges the fluid nature of reality, memory, recall but also that it is told 
in temporal time (Huberman, 1995).  
The above considerations made me comfortable with idea that narrative truths are a 
reliable source of data. I was further encouraged by Giddens’s (1991) suggestion that a 
person’s biography “cannot be wholly fictive if she is to maintain regular interaction with 
others in the day-to-day world” because “it must continually integrate events which occur in 
the external world, and sort them into the ongoing story about the self” (p. 54). The benefit 
of such narrative truths is that they provide insights into ways in which events of the 
external world are integrated into selves. This fitted with my research being about Place, 
sociology of art and Identity and told in temporal time. As investigated in the previous 
chapters, art is an ideal way to explore each artist’s inner and outer notions of place, self 
and social influences. Exploring these insights through each artist’s account of their 
artworks and also seeing the artworks, helped with the credibility of the research.  
 It would be naïve to believe that when participants are being honest and authentic in 
their communication of “narrative truths” that faulty thinking never occurs. The participant 
might believe a story they have been told that is incorrect, and convey this as a “narrative 
truth”. A way of dealing with faulty thinking and to therefore enhance the credibility of 
narrative inquiry, is to apply Habermas’s (1984) four validity claims. Conle (2000) provides 
a list of these along with a suggestion of how they could be applied to narrative inquiry: 
1. Participants truthfully represent their feelings, intentions, etc. 
2. Stories are socially acceptable; 
3. Contents of the narratives are true with regard to what they describe;  
4. Language is comprehensible. (Conle, 2000, pp. 99–105) 
Conle et al. (2000) emphasise that these are “claims” and “do not ensure that all 
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works comply” (p. 59). Therefore, Habermas’s (1984) four claims provide a framework for 
how the content of the narrative research emerges from the relationship of artist-participant 
and researcher, into credible narrative research findings. These four claims were cross-
checked against each other within interviews, and transcripts and narrative accounts were 
member checked. This provided a means for artist-participants to re-visit, re-tell, and 
correct any misinterpretations in follow-up interviews.  
In addition to alleviating faulty thinking researchers have to trust that participants do 
not intend to mislead by telling untruths. Having been invited and accepted into the study, 
participants are likely to be interested in telling their story as they know best. If they had 
volunteered or been forced into participation, I would not have accepted them as 
participants, in case their intention had been to contribute unreliable or pre-conceived 
information about the research topic.  
Setting up a trustful and comfortable situation for interviews to take place, and using 
open questions in interviews means that an ideal research environment is set up for 
credible data to emerge. Carefully planning such an environment meant I was able to get to 
know the participants and see the art they talked about in their space. This gave me the 
confidence to have what Huberman (1995) described as: “intersubjective resonance – of 
living the account vicariously, of having it ring true, yet also reflecting on the essential or 
fundamental truth through and beyond its effect on (me)” (p.155).  
 
3.6.3    Ethical considerations of the four case studies 
 
Narrative research is “a relational endeavour,” involving researchers “obtaining and 
then reflecting on people’s lived experience” (Josselson, 2007, p. 537). This meant that 
interviews needed to be ethically planned, and a sense of trust between myself and artist-
participants and autoethnographic-informants built, so that all parties were comfortable to 
share dialogue and be assured that ethical conditions of such engagement would be 
upheld. Josselson (2007) explains:  
The greater the degree of rapport and trust, the greater the degree of self-revealing 
and, with this, the greater degree of trust that the researcher will treat the material 
thus obtained with respect and compassion. What constitutes respect and 
compassion in the minds of this research/participant pair is the nature of the implicit 
contract between them.  (p. 539) 
In addition to the implicit contract between the researcher and participant or informant, 
an explicit contract existed. This was outlined in the Letter of Invitation and Consent Form 
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that was sent to each artist-participant (Appendix C) and informant (Appendix D). In these 
documents, I provided detailed information about the nature of the study, how the artist-
participants could be involved, and an “out-clause” if they no longer wanted to participate. 
The documentation for this included a time-frame for each interview, and factual 
information, such as that the research would be audio taped and transcribed rather than 
video taped. I assured each artist-participant and autoethnographic-informant that his or her 
information would be kept confidential and secure. Each participant in the research, 
including myself, signed the relevant contracts. 
The participants and informants were assured that all means of tracing their true 
identity would be removed. One way I did this was by giving participants pseudonyms, 
assigning the four artist-participants the names Adele, Jane, Henry, and Luigi. It was not 
necessary to re-name the informants as they were used as sounding boards to my 
autoethnography and were not referred to as case study participants. Rather than using 
actual names of people, Indigenous tribes, or businesses, I left gaps in the narrative 
accounts and autoethnography. Whilst I chose to use place names of towns, cities, and  
regions, I avoided using specific place-names, such as suburbs, which might identify the 
homes or studio locations of artists. I respected people’s rights for confidentiality by 
removing such identifying markers; artists have public profiles that can easily be traced. For 
this same reason, I did not seek permission to use images of their art. Titles of artworks 
exhibited or publicised, or exhibitions referred to, were appropriately substituted, so they 
could not be traced through Internet searches.  
 
3.7    Autoethnography 
 
The etymological roots of autoethnography are auto (self), “ethno (people) - graphy 
(image)” (Chang, 2008, p. 81). Investigating the phenomena of place and identity that were 
first identified in my artistic practice was a way to interrogate my practice through narrative 
perspectives. Autoethnography was appropriate given that the phenomena were first 
realised in my own artistic practice in which self and place had frequently been the focus of 
my artworks.  
Unlike ethnography, which focuses on the cultural and social, autoethnography 
attempts to understand the culture and society in which an individual is embedded, through 
personal experience. Ellis et al. (2011) explain that when researchers do autoethnography, 
“they retrospectively and selectively write about epiphanies that stem from, or are made 
possible by being part of a culture and/or by possessing a particular cultural identity” (p. 4). 
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Inayatullah (2011) recommends autoethnography as a way of drawing on the uniqueness 
that lies in “the particular bundle of mundane and ubiquitous cultural and historical forces 
that compose us” (p. 8). Hence, autoethnography was deemed to be an appropriate way to 
explore cultural and historical information of selves and place(s). 
Ethnographers spend long periods living within a culture to study it, or spend time 
observing and/or interacting with participants in their every day lives (Australian Qualitative 
Research, n.d.). In comparison, Ellis et al. (2011) recommend autoethnography as a way of 
using “personal experience to illustrate facets of cultural experience, and in so doing, make 
characteristics of a culture familiar for insiders and outsiders” (p. 4). Whilst 
autoethnography provided a way to explore my story, it did so in the context of social and 
cultural influences from the different environments of my lived experience.   
 
3.7.1    A reflexive project 
 
The hermeneutic spiral of Table 2 shows how doing autoethnography and holistic 
case studies meant that I was involved in a reflexive project shifting inside and outside of 
my experiences to better understand experiences of others. It was like all participants were 
in a maze of moveable mirrors in which I could see and understand different perspectives 
from all participants (including myself). Each participant and I constructed understandings 
of place and identity. Anderson and Glass-Coffin (2013) write: 
Strong reflexivity involves an awareness of reciprocal influence between 
autoethnographers and their settings and co-participants. It entails self-conscious 
introspection guided by a desire to better understand both self and others through 
examining one’s actions and perceptions in reference to and dialogue with those of 
others (p. 73).   
 
This could be understood as a rhizomatic (Noone, 2012; Sermijn, 2008) investigation 
into the inside and outside experiences of my world, the worlds of each of the four artist-
participants, the four autoethnographic-informants, and other dimensions of our individual 
and shared environments.  
    
3.7.2    Reflexivity issues in this dissertation 
 
Anderson and Glass-Coffin (2013) explain how autoethnographic inquiry and 
reflexivity have emerged from ethnography as “a kind of insider autoethnography’’ but it 
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was “with the turn toward reflexivity of the 1980s” onward that the “visibility of self” (p. 71) 
developed in this methodology. The ethnographer Goodall (2000) valued the reflexive 
project, sharing how, in his work, he considered the voices of the people or community he 
studied to be as important as his own voice (as researcher). He wrote that “to be reflexive, 
means to turn back on ourself the lens through which we are interpreting the world” (p. 
137). Freeman (2010b) adds that the construction process of identity formation “is likely to 
occur less through momentary interactions than through a more distanced mode of 
reflection that is, in the context of re-viewing, re-thinking, and in turn re-fashioning who and 
what we are” (p. 5). This view supports a reflexive research approach. 
Anderson and Glass-Coffin (2013) suggest that “one common strategy of reflexive 
inquiry involves describing and reflecting on one’s self and experience at different points in 
time” (p. 73). My approach had some similarities with the performative, dialogic way of 
capturing narratives, because my autoethnography investigated both referential and 
performative experiences of place and identity in the context of my artistic practice. The 
performative approach of narrative research is rooted in “Bakhtin’s theory of dialogism, 
which stresses the value of a meaningful exchange among multiple voices both in the novel 
and the world” (Podsiadlik, 2007, p. 52). Insights and experiences were gained through 
working with the other four cases (multiple voices) as this caused shifts in my own thinking.  
 
3.7.3    Ethics and autoethnography 
 
Chang (2008) emphasises the importance of ethics when doing autoethnography: 
 
Protecting the privacy of others in autoethnographic stories is much more difficult than 
in other studies involving human subjects. Because your identity is already disclosed, 
the identities of others connected to you sometimes become transparent to the 
broader circles and at other times to smaller circles of your acquaintances. (p. 68) 
 
In my autoethnographic data, my writing included references to friends and relatives, 
places and other identifying factors. When I conducted a thematic analysis of my 
autoethnography, I found the detailed stories that included these people, were less 
important. This is because the themes over-rode the detail. An example of this is how 
detailed stories about observing my mother paint, and my impressions of an art teacher, 
resulted in thematic stories about how past people have inspired me to become the artist I 
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am. Hence, when presenting the analysis, I was able to leave out others’ names and 
identifying markers that may have caused an invasion of their privacy.  
  
3.8    Methods 
 
The methods of data generation and analysis were provided earlier (in Table 1), 
showing how I started the current research with writing autoethnography and finished with 
an autoethnography informed by researching with study participants. The table’s first 
column shows the time sequences pertaining to generating narrative participant interview 
data, member checking, and the time between these events. As a whole, the table displays 
the multiple tasks I was engaged in as reflexive researcher. 
 
3.8.1    The four case studies: Designing interviews 
 
The three interviews with each of the four artist-participants occurred in the place(s) of 
their choosing. This enabled me to generate data about my observations of each artist’s 
place (i.e., studios, homes, and a teaching studio).  
As each artist referred to topics, such as exhibitions, work of other artists, or books 
they had read, I investigated these trails of information. If they suggested inspirational 
artists, I looked these up. I went to exhibitions with which the artist-participants were 
involved and studied their websites and public profiles. One artist-participant, Adele, talked 
about Rachel Carsen’s book Silent Spring, so I read this to gain understanding.  
As each interview was conducted individually with each of the artist-participants, this 
resulted in twelve interviews and four narrative datasets. Each dataset comprised the 
transcribed interviews, as well as notes made from my observations of their places, 
artworks, websites, and catalogues or other reading material to which I had been directed. 
Lieblich et al. (1998) recommend doing a number of interviews, as a single interview 
provides only one “instance of the polyphonic versions or possible constructions of peoples’ 
selves and lives” (p. 8). The “three interview design” of the research was inspired by 
Seidman (2006), and Lieblich et al. (1998).  
Seidman (2006) notes that three interviews are vital in order for research participants 
to share information about “their lives and the lives of those around them” (p. 17). This 
cannot be done with a “one-shot meeting with an interviewee” (Seidman, 2006, p. 17). 
Indeed, having three interviews, each separated by at least 2 weeks, was important; we 
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had the intensity of talking and sharing during interviews, and space and time to 
contemplate and reflect between interviews.  
Lieblich et al. (1998) suggest that because of the large amount of data generated by 
narrative researchers, it is necessary to reach a compromise between “the wish to obtain 
free and rich self-narratives” and “the need to limit allocated time and the amount of 
material per person” (p. 25). I allowed two hours per interview to meet with and interview 
each artist. Having time between the interviews was also important for transcribing and 
member checking transcripts. 
The details of what occurred during interviews are provided in the following pages. 
  
3.8.2    The first interview 
 
The first interview was an opportunity to ask each artist open questions about their 
history, and their thoughts on how place and/or identity relate to their practice and artworks 
(see Appendix B for the list of questions). Therefore, the first interviews were an occasion 
to introduce myself as researcher and learn some of the background information about the 
artist and their shared place(s).  
As each interview developed, conversations occurred in a participatory way; we 
shared information about one another’s artistic practices, artefacts, and notions of place, 
selves, and lives. I consciously did more listening than talking. 
 
3.8.3    The second interview 
 
Artefact-elicited interviews for each artist’s case study occurred in the second 
interview, providing an opportunity for accounts of place and identity to be understood in 
the context of narratives about artworks that had been created and selected by each artist. 
Artworks could be original, or, if inaccessible (i.e., sold, located elsewhere, or too large), 
reproductions were acceptable. Artworks did not have to be current works, but my intention 
was to inquire into each artist’s current interpretation and understanding (constructions) of 
these works. This was consistent with Seidman’s (2006) advice to “concentrate on the 
concrete details of the participants’ present lived experience in the topic area of the study” 
(2006, p. 18).  
The inquiry focused on past experiences that pertained to the phenomena being 
investigated. The artist-participants had: (a) already created the artefacts and had the 
artistic experience of this; and (b) could choose the artworks to bring to the second 
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interview. This meant that their choice of artworks gave them authorship over what they 
thought best encompassed place or identity in their own work. Roger’s (1993) work was 
helpful in this respect as he suggests “looking at the symbols that emerge in our art can 
add to our intellectual understanding of our identity and the dynamics of behaviour” (p. 75). 
Dalley (1984) and McNiff (1992, 1998) confirm how artefacts encompass symbolic 
representation of artists and their places; each artist’s choice of artworks they felt 
represented place or identity was an important statement in itself.  
 
3.8.4    The third interview 
  
Prior to conducting the third interviews, each artist-participant was sent printed copies 
of transcriptions of the previous two interviews. Included in these transcripts were key 
topics or themes that I had interpreted, with notes in the margins.  
Each artist-participant was asked to read these transcripts and informed I would 
contact them in a few weeks. This provided opportunity for artist-participants to think further 
about conversations that had taken place, re-visit stories, and share new ideas or 
revelations they had, during the subsequent third interview.  
In the third interview, each artist-participant discussed his/her reading of the first two 
interview transcripts. This was important member checking, as artist-participants were able 
to confirm if the transcriptions were accurate, and tell me if they agreed or not with my 
notes in the margins. This led to clarification of terms used (e.g., titles of books, artist’s 
proper names, etc.), but it also led to new conversations, and in some cases references to 
additional artefacts that had not been selected for Interview 2. This third interview was an 
opportunity to elicit further information by inviting further storying. It enabled more forward-
thinking to take place, during which topics introduced up to this point were expanded upon. 
 
3.8.5    About the interviews 
  
Life is not remembered in chronological order, therefore I did not expect to hear 
stories from participants as neat sequences of life; life stories do not necessarily “reflect a 
process in time” (Gadamer, 1976, p. 57). A story that does look like a neat sequence and 
that connects from a beginning to an end is usually “based on a story of development that 
may be fragmentary” (Brockmeier, 2001, p. 251).  
To take advantage of the possibilities of new insights through storying, initial open 
questions allowed space to move artist-participants into storying their experiences. I 
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listened, responded, and engaged in conversation with them. This was crucial for 
generating authentic narrative data. Josselson (2011) suggests: 
Narrative inquiry approaches recognise that narrators are constructing ordered 
accounts from the chaos of internal experience and that these accounts will likely be 
multivocal and dialogical in that aspects of self will appear in conversation with or 
juxtaposed against other aspects. There is never a single representation. (p. 226)  
 
Stake (2010) complains that too many qualitative researchers “do not want to hear 
about complexity, and prefer to think that ‘the thing’ is simple” (p. 54). I trusted that the 
hermeneutic spiral of making sense of these narrative data, field notes, and so on, would 
be messy, slow, but worth the journey. This approach to doing narrative research in holistic 
ways was inspired by Raggatt’s (2006) call for researchers to “develop models of the self 
and of narrative identity that can better deal with complexity and even contradiction” (p. 32).  
 
3.9    Analysing narratives: Four case studies 
 
Josselson (2011) recommends reading texts “multiple times in a hermeneutic circle, 
considering how the whole illuminates the parts, and how the parts in turn offer a fuller and 
more complex picture of the whole” (p. 227). This had been partially done by giving 
transcripts back with my notes included, prior to Interview 3 as this member checking had 
helped the hermeneutic circle of storying and interpreting to make sense. 
When all interviews with each of the four artist-participants were finished, I transcribed 
the third interviews and collated all the data for each case study. Seidman (2006) advises 
“the first step in reducing the text is to read it and mark with brackets the passages that are 
interesting” (p. 117). Although my intention was not to reduce the text, I needed to find a 
way to make sense of such messy and complicated data. I identified thematic groupings 
and linked these together with other data (e.g., exhibition catalogues, my field notes). I then 
structured each narrative account to show themes, whilst at the same time telling a holistic 
story of each artist’s places and identity(s). The ways in which Cleaver (2012), Chase 
(1995, 2002, 2011), Josselson (1995, 1996, 2007, 2011), Mishler (1986, 1991, 1999, 2000), 
Polkinghorne (1983, 1988), Riessman (1993, 2008), and Squire (2008, 2011) wrote 
narrative accounts as analysis informed my approach.  
The narrative analysis involved writing a narrative account based on thematic analysis 
of each artist-participant’s data. This was a hermeneutic process, in that I shifted “forward 
and backward through the data with no predetermined assumptions to allow for the 
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emergence of seemingly unrelated ideas and part-whole relationships” (Samaras & Freese, 
2006, p. 12). The result of this process is a narrative account written for each artist-
participant and my autoethnography (also thematically analysed). Sermijn et al. (2008) 
suggest that “doing narrative analysis is different to analysing narratives” (p. 15). This is 
because narrative analysis is a process of writing narrative accounts whereby the findings 
emerge from this process. Narrative analysis attempts to capture the stories as told by 
participants as a whole rather than to isolate sections of narrative from the whole story. 
Bruner (2002) warns of the enormous challenges this can pose for the narrative researcher, 
as storying that comes from “telling” and “knowing” is “tangled beyond sorting” (p. 27).  
After many drafts, and feedback from supervisors, the final narrative accounts include 
information such as how I met each artist, my observations during interviews, and my 
experiences of visiting each artist’s exhibitions, or reading websites and catalogues. This 
provides important contextual ethnographic information to the personal stories pertaining to 
the phenomena.  
Through the process of writing and editing all five datasets in a holistic way, themes 
and interconnections of themes were understood and revealed. This was consistent with 
Josselson’s (2011) advice that “it is not the parts that are significant in human life, but how 
the parts are integrated to create a whole – which is meaning” (p. 226). Indeed, I came to 
understand small thematic stories and how they linked to other small stories. The many 
overlaps of different thematic stories confirmed it would have been an injustice to reduce 
the data in the first instance; It had been through the thematic analyses, written and re-
written in a cyclical hermeneutic process, that rich, subtle, hidden, and profound insights of 
place and identity were revealed. 
  
3.9.1    Dealing with multitudinal data in narrative research 
 
Conle (2000) suggests that the process of writing narrative accounts from storying 
seems haphazard, but it is not: 
In my own work, I recognised that when an extensive set of stories had been 
accumulated, the dynamic of the inquiry could be discerned: what the “subconscious 
question marks” were, or the “tensions with a history” propelling them. Perhaps a 
“telos” of the inquiry could be recognised; telos here having the meaning of an “implicit 
end-in-view,” that, although it is felt by the inquirer, is not explicitly known at the 
outset. Such elements of the inquiry need not always be named, but need to be given 
space to move, so to speak. (Conle, 2000, p. 53) 
  80 
 
Mishler (see Clandinin & Murphy, 2007) has a reservation “about people who simply 
give you a fragment of text and then interpret it without analysing the text” (p. 636). He 
notes that therapists and clinicians do that work all the time and they don’t have a problem 
with it, but he does (p. 636). I came to appreciate this, as taking fragments of text and 
analysing them in the current research would have meant taking narratives out of the 
holistic context in which they belong, potentially misconstruing the meaning of the text. 
When planning how to best sort and understand narratives from each dataset, it was 
important to consider how to read, interpret, and analyse. Lieblich et al. (1998) 
acknowledge the subjective and myriad nature of narratives, and suggest four modes of 
reading a narrative. These are: 
(a)   Holistic–content: This category uses the complete life story of an individual and 
focuses on the content rather than the form. This is a practice not dissimilar to 
clinical case studies in which each section of the story is analysed in context to 
the narrative in its entirety. 
(b)  Holistic–form: This mode involves looking for plots or structure of complete life   
 stories. It looks for turning points, ascents, and descents relative to positive or  
 negative periods for the person’s life or situations. It even looks to characteristics    
 of its development like comedies or tragedies. 
(c)  Categorical–content or “content analysis”: Categories of the selected topic are 
defined and separate utterances of the text are extracted, classified, and 
gathered into these categories/groups. Quantitative treatment of the narrative 
can be used as an option. Categories can be narrow or broad.  
(d)  Categorical–form: This mode focuses on discrete stylistic or linguistic   
 characteristics of defined units of the narrative. Lieblich et al. suggest asking  
 yourself as researcher: What kind of metaphors is the narrator using? Or “How  
 frequent are his passive versus active utterances?”  
                                                                           (Lieblich et al., 1998, pp. 13–14) 
 
The research was focused more on the content of the narratives than in analysing the 
form of narratives (Bamberg, 2012). Therefore, of the above four categories of analysis, 
“holistic–content” was the most relevant, because the research involved finding content in 
the narratives that pertained to place and identity – grouping this thematically and 
supporting it with field data. Writing narrative accounts as thematic groupings enabled as 
much of the whole story to be told as possible. 
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Riessman (2008) identifies three different approaches to analysing narrative data: 
thematic, structural, and dialogic/performative. As I did not analyse the linguistic aspects of 
the data (or narrative) the structural approach was not relevant. The dialogic/performative 
was also not relevant, as, while this can include themes and structures, it also considers 
the audience of the narrative and therefore “when, and why” narratives occur (Riessman, 
2008, p. 105). The thematic approach used in this research focused on themes and topics 
that emerged from the content of the narrative data.  
 
3.10    Autoethnographic data and analysis 
  
While I completed the thematic analysis of my autoethnography last, as 
autoethnographic data are generated and analysed at the same time, the analysis did 
partially occur as I wrote and edited.  
Chang (2008) recommends starting autoethnographies by writing a chronological list 
of past moments that pertain to the phenomenon being researched. Equivalent to Chang’s 
moments were my artworks, each exploring place and identity in some way. Contemplating 
place and identity in my own artistic practice I came up with the following questions: 
1. What was the artistic process of creating each artwork? 
a. What was my experimentation of materials or mediums? 
b. What other artworks were being created at the same time?  
2. What were these artworks about? 
a. How did they reference places I had been in? 
b. What sort of places was I inventing in my landscapes? 
c. What memories did they encompass? 
d. What influences from my past did my artworks draw on? 
3. What exhibitions was I preparing these artworks for (or not), therefore: 
a. How many artworks did I need? 
b. What was the overall theme? 
c. What was my artist’s brief for this show? 
d. How was I marketing myself? 
e. Where was the gallery space? 
f. Who else was I exhibiting with? 
4. Where was I when I created these artworks? (e.g., in my Melbourne studio, a 
community project in Geelong). 
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The emergence of these questions provided a start to what Chang (2008) referred to 
as “the inventory activity” (p. 76). In this activity: 
You collect memory bits when recalling and writing them down. You evaluate and 
organise them by selecting and deselecting certain items and ranking them in the 
hierarchy of importance. Additional thematic categories for data collection may be 
born of this process of data evaluation and organisation. (Chang, 2008, p. 76) 
 
I found this activity helpful, as I had a tendency to write about how I understood each 
of my artworks, which I realised was describing the phenomena (identity and place through 
my artistic practice).  
Denzin’s (2006) overview of the different approaches to writing autoethnography (see 
pp. 419–422) taught me how to write in the phenomena as opposed to describing it. 
Denzin’s approach was to bring the past into the autobiographical present by inserting 
himself “into the past” and creating “the conditions for rewriting and hence re-experiencing 
it” (p. 423). From doing this he found that history became “a montage, moments quoted out 
of context” (2006, p. 423). In this kind of writing, he included excerpts from personal 
histories, official and unofficial government documents, scholarly articles, and popular 
cultural texts (see also Denzin, 2013).  
Chang’s (2008) inventory, and Denzin’s (2013) approach, inspired me to take myself 
back into times and places and also write from being “I” in the “here” of those places (as 
opposed to the “there” of merely recalling memories), back then. In doing so, I drew on the 
“here” and “there” experiences of being (Malpas, 1999, 2010) and challenged the “me” 
formation (McAdams, 1996; Sarbin, 1986) of self that I knew. Writing from being “I” back 
then, meant I could avoid “the chronological trap” of using sentences like “I have always 
been interested in” or “from my young age on” (Voneche, 2001, p. 220). Voneche advises 
“such sentences transform chronological order into necessity and randomness into order 
and intention” (p. 220). This, of course, just reinforces understandings of the self as it is 
already known. 
Clandinin and Murphy (2007) suggest writing from different entry and exit points. 
Doing this included writing memories of events that contributed to the creation of my 
artworks, from different perspectives of my past. Chang’s (2008) “inventory” helped in this 
task, as writing in the “here” of past times and current times helped to focus on being in the 
phenomena of place and identity through these multiple inventory questions. Writing from 
these different times and places helped me to challenge habits of writing as categories of 
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knowledge. This was vital given that a requirement of autoethnography is “to avoid 
categorising” (Jones, 2005, p. 765). 
 
3.10.1    Autoethnographic-informants 
 
The first draft of my autoethnography was written within the first year of my PhD 
candidature and sent off to the four autoethnographic-informants to read (see Tables 1 and 
2. A month later, I interviewed these informants and transcribed the interview data. This 
enabled me to identify alternative perspectives to topics they raised about my 
autoethnography. It was useful to have people close to me read and discuss different 
themes or topics I had introduced. Their comments provided four lenses through which I 
could better understand the ethnographic aspects of my story. 
 
3.11    Triangulation 
 
Stake’s (2010) advice for conducting qualitative research that relies on interpretation 
is to “express doubt” (p. 54). He suggests one way of doing this is the use of triangulation. 
Triangulation is a means of enhancing credibility.  
 
When used in qualitative research, triangulation can occur as:  
1. Triangulation of methodologies 
2. Triangulation of data 
3. Through investigator triangulation 
4. Triangulation of theories (Flick, 2004, p. 178).  
 
Methodological triangulation was achieved by using both autoethnography and case 
study. Data triangulation was used within each case (3 x interviews, field notes, archival, 
and artefactual data) and across each case (by having four datasets). Importantly, these 
data and findings were transferred and not generalised. 
I did not use other investigators to check data, so investigator triangulation did not 
occur. I did however enhance credibility in the research by basing the narrative accounts for 
each case study on the words of artist-participants. I also used member checking by 
participants, to confirm that the writing process was based on what artist-participants had 
storied and what I had interpreted and constructed.  
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I did not set out to triangulate theories, but rather through setting up credible research 
processes and ensuring trustworthiness, knowledge was transferred that could then 
contribute to theory of place, identity, and artistic practice or combinations of these.  
 
Summary 
 
I have explained my epistemological and ontological positioning and therefore 
contextualised my choice of the research methodology and design. My position as 
researcher and participant, as well as the roles of each participant, has been provided.  
The research has been outlined as an interpretivist and constructivist project that 
encompasses diversity of experience, multiple views of place, identity, and multiple data 
sources. I have stipulated how the data were generated and analysed in order to give each 
artist-participant’s storying the justice it deserved.  
This chapter has provided the background on how I set up and conducted the 
interviews to encourage the artist-participants to tell stories of the phenomena being 
researched. In so doing, I have ensured the research approach was trustworthy and the 
findings credible.  
In each of the following four chapters, one narrative account of each of the four artist-
participants is provided. Each artist’s narrative formed slightly differently, resulting in some 
short narrative accounts that summarise my experiences of being with the participant. I 
have provided these short narratives in italicised Times New Roman font. Between three 
and five themes are provided in the summary of each narrative account  
Chapter 8 is my autoethnography, structured around thematic similarities and 
differences, but ending with a theme of my own that did not emerge strongly from the four 
artist-participants’ narrative accounts. 
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Chapter 4 
   Artistic Thought and Practice as Interconnections 
 
 
Introducing Adele 
 
 Adele is an artist in her early fifties. She is also a scientist with a PhD in genetics, a mother and 
a keen gardener. I knew her a little before conducting the research interviews, having met her a year 
before, when she had moved from Melbourne to Geelong. We got to know each other during a few 
walks we took together, beside the Barwon River. This is a popular walk for parents who have 
dropped children at school on weekdays – the time we also met to walk. It is surrounded by the 
diversity and exchange of nature that draws the community of locals to its banks: wallabies hop 
about marshy grasslands that drop away from the path and tiger snakes are occasionally sighted in 
warmer months. 
On one such river walk, around the time when I was starting my PhD, the depths of Adele’s 
all-expansive knowledge became evident. I was telling Adele about qualitative forms of research and 
rhizomatic thinking in reflexive research. Her immediate response was that a rhizome was a rather 
limiting organism in comparison to a mycelium, when seeking a suitable metaphor. She explained 
mycelium as fungi from which mushrooms form, otherwise known as hyphal threads. These fungi-
like threads are also important for the uptake of nutrients that link trees and other plants underground 
in complex, giant, white structures.  
This conversation connected to a previous discussion that began with me pointing out how 
each tree along the river was visually different. My visual perception was informed by understanding 
that each tree is a separate plant with a separate root system. Adele was quick to correct me, 
explaining how trees might appear to be separate from each other but are actually interconnected due 
to the mycelium and the expansive interconnecting roots and that it is a mistake to understand things 
in nature, such as trees, as separate.  
Later on, when I had analysed the research interviews and was writing this narrative account, I 
realised that Adele’s understanding of “interconnections between things” highlighted my own 
interest in ecologies of thinking and creating visual art. She shared her insights about 
interconnections that she explores through her art. One example of this was when she explained: 
The illusion of solid matter is well, – like this table might seem solid but it is really vibrating 
atoms – it is not really solid at all. I mean the space between atoms is the equivalent of us 
standing here and the atom being a kilometre away – that’s how much space there is in relation 
to the size of the atoms. There is nothing solid. It is really just vibrating atoms. Plants or those 
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levels of communication are something we can’t understand now but one day probably will. 
And I think artists get that somehow – their minds aren’t closed.  
 
Adele made numerous connections between her artistic practice and thinking, place, identity, 
embodied knowledge, and nature.  
Just as she had taught me about the existence of mycelium and the interconnection of nature, 
she taught me, through her participation in the research, about the way an artist makes multiple and 
deep interconnections between lived experience and ecology.  
 
Adele’s home-base and home-place 
 
 Adele lives in an historic home, which is undergoing environmentally-sustainable renovations. 
It is the family home that she shares with her husband and children. The house sits on about an acre 
of old garden beds and well-established trees on a sloping block. Spanning the front of the property 
are very tall trees.  
Adele shared with me a conversation she had had with her neighbours when she and her family 
had first moved into this house. This conversation was about the health and longevity of the trees 
along the front. Many trees had died in the district (due to the impact of Victoria’s worst drought in 
30 years) and these trees were “looking stressed.” Drawing on her scientific knowledge, Adele 
claimed these trees were looking stressed due to their old age, rather than the drought, but, with the 
neighbours so attached to them, she felt responsible for keeping them alive for as long as possible. 
She was doing this for the community. The problem she faced, however, was that a group of corellas 
frequently attacked the trees. Being an animal lover, she had chosen the most humane way of 
moving the flocks of birds along so they did not damage the bark, by coming out at “all hours of the 
night” to scare them off with a laser pointer. From her account of this conversation I gained insight 
into the intelligent and thoughtful ways in which Adele lives in harmony with people, place, and 
nature. 
When Adele accepted my invitation to be an artist-participant, she requested that we hold the 
interviews at her home. When I arrived for each of the three interviews, I parked on the road beneath 
the iconic trees that the corellas love and entered the property through a large iron gate. I walked 
down a sloping lawn and garden, past an arbour that had been woven from trees, pruned from the 
property. The free-ranging chickens made way for me. 
For each of the three interviews we met in the same place – her kitchen. This is situated 
downstairs in what would once have been the servants’ quarters, so a functional space. Her “in-
house” studio space was a long room, reminiscent of a Victorian-style sunroom, and readily 
  87 
accessible from the kitchen. Here, various mixed-media arts projects were in view against the wall, 
on the floor, and on chairs. Drawings, paintings, and mixed media artworks were semi-packaged 
ready to post to exhibition locations, revealing Adele’s busy exhibition activity and schedule. 
Toward the end of the research project, her studio had been built in the garden separate to the house.  
The first of the three visits occurred in late summer, so the air was warm and the door open for 
the flow of visitors, children, and workmen who came and went. Aware of her busy schedule, I 
started the interviews by reminding her of the research question and purpose of the interviews. We 
then started recording.  
 
We are part of a deep exchange 
 
 Although a working artist, Adele had recently completed a diploma in art textiles. She recalled 
“a wonderful quote” that she had used to support her environmentally-themed artwork, for purposes 
of assessment in one of her “deep ecology essays.” The quotation she recalled was paraphrased as “a 
tree is not a tree, it’s a rhythm of exchange system.” Adele explained the importance of this quote 
from her scientific perspective: “there are elements of carbon and all the other elements coming up 
through a tree out into the atmosphere through the leaves and back into [it].” She was pointing out 
that this knowledge motivates her to create and exhibit environmentally-themed art. She explained: 
We are part of a deep exchange – a massive circulation system that is what makes climate 
change so important. They simply do not make carbon coming up deep through the earth – 
[it’s] a massive global system that makes global warming such an important issue and people 
simply do not understand the deep interconnections of nature. 
 
After having seen Adele’s artwork in two separate exhibitions, conducting the second research 
interview, and having analysed the narrative data, I was struck not only by the diverse style of each 
artwork she had created, but by the deep environmental knowledge that each work referenced. This 
clearly drew on her knowledge as scientist, artist, mother, gardener, and community member. These 
can be understood as role identities (Jackson, 2010; Goffman, 1959/1990; Gullestad, 1996; Swartz, 
1997; Tomkins, 1987), but for Adele these roles were interconnected with a self that was in harmony 
with the environment and community. I began to appreciate that this large expansive natural 
environment with which she was so interconnected was her place. It was a place that she understood 
as interconnected with people and nature or “part of a deep exchange.” 
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Creative artistic practice and thinking 
 
 For the second interview, Adele had two artworks to show me, as well as pictures of artworks 
that were away being exhibited in galleries. She chose to show a square painting with a blue 
background on which a cut diamond had been painted, and another work that featured butterfly 
wings created from cut out newspapers. 
 She also provided insight into her creative artistic practice, which is provided in the following 
two excerpts: 
 
I think when you make a work of art you’re trying to express something – to try and make 
sense of those different strands in your life yourself. There’s an unconscious bringing together 
of those strands and as you make the work you realise there’s all these coming together of 
strands like for me about: the natural world, Robe,15 my scientific training – you’re trying to 
make sense of it yourself – to understand it yourself. I think particularly as you get a bit older, 
you begin to look back and you think about things more as the strands come together and as 
you make a work of art you’re trying to make sense of some things – and a work of art does 
become that framed window into your psyche. 
 
Thinking further, Adele explained: 
 
It’s an internal thing – you know, for me I’m always thinking – my mind is never at rest – I’m 
sure for many artists it’s the same – a lot of people – in the general population – I don’t think 
they think very much. But artists are always wrestling with issues and ideas and there’s a 
constant dialogue in your head all the time and you’re wrestling with an idea or trying to 
express a concept – I think that’s part of being an artist really – that’s part of who you are – 
that voice going on [in] your head – you’re trying to wrestle with an idea or bring it forth into 
an expression that someone can make sense of in the public. 
 
A connection with carbon   
 
 Referring to the “diamond” painting she had chosen, Adele explained: 
It’s a close up image of a diamond and the title is called “carbon” because a diamond is 100% 
carbon and is one of the most valuable substances on earth. It has very strong associations with 
wealth and power and cultural celebrations like weddings and things like that. We value carbon 
                                                
15 Robe is a seaside town situated in the Australian state of South Australia. 
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in that context in society and yet the current carbon debate that is going on in Australia – has 
polarised in an unprecedented way, over any other issues. We are not prepared to put a price on 
carbon for a clean atmosphere – so why do we value the same compound in one form and not 
the other?  
 
I realised with all the talk of carbon footprints and the notion of “tonnes of carbon in the 
atmosphere,” I had pictured carbon as black. This was probably inspired, amongst other things, by 
the advertisement that was regularly aired on television around this time, in which black balloons 
rose up into the air to show how much carbon our day-to-day living released into the atmosphere. I 
found myself agreeing with Adele’s claim that this artwork was “a really interesting way of looking 
at a complex argument and making it simple.” 
A great deal of Adele’s artwork is textile-based. She explores weaving, crocheting, knitting, 
sewing, and felting, using a range of traditional and non-traditional materials. She also makes prints, 
paints and draws onto fabrics, such as paper, fabric, metal, and wood. Despite not identifying as a 
painter, Adele had decided that paint was the most suitable medium to create the cut diamond/carbon 
painting.  
Knowing I am a painter, she asked me what I thought of her “carbon” work as a painting. Even 
though it was not painted in the thick, luscious way that I prefer, the thin way in which she had 
applied the acrylic paint to create each geometric shape captured the subtle tones and colours of each 
plane of the diamond in space. I told her, “You don’t tire of looking at it, because things keep 
jumping out – different shapes keep re-emerging.” I asked, “How on earth do you get these shapes?” 
She replied, “Well there’s quite a mathematical thing to the way diamonds are cut. I’ve studied 
diamonds and things and distilled what makes them so brilliant.” It is this study of mathematical 
form, and subsequent calculation of the many colours and geometric shapes that form the image, that 
make this an effective work to view. This was a visual, physical example of Adele’s gathered self as 
scientist, artist, and concerned environmentalist, expressing something about the natural 
environment, society, and culture.  
 
Newspapers, butterflies, circles and perspex 
 
 Adele seemed to gather, assemble, and distil ideas and materials that referenced her embodied 
environment, place, and self. This was demonstrated in the second artwork she showed me; butterfly 
wings made from cut newspapers “randomly re-assembled in serrated layers” and arranged in a 
circle shape on a square of Perspex.  
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Reflecting on the process of creating this artwork, Adele said, “It was a really interesting 
serendipitous process how the images re-formed themselves when they were cut up randomly and 
assembled. They were selected for colour – dominant colours really, but there was always an 
element of surprise as to which photographs [on the newspapers] became beautiful when they were 
assembled.” She contemplated how “it was quite compelling cutting them up,” and described it as “a 
very meditative process.” 
Using newspapers in this particular work had been important, given that her work was about 
connecting to people. Although she had “found it interesting how the colours came together when 
you re-assembled the butterflies into the circular form,” newspapers were not just used for their 
visual effect. Adele explained, “they report environmental issues, and the way it’s done is not getting 
through – the story is not getting through in the media.” Hence, newspapers were used conceptually, 
symbolically, materially, and aesthetically to communicate an aspect of Adele’s place(s). 
 
This whole circular obsession 
 
 Reflecting on the final form of the artworks above and her other artworks, Adele noticed how 
she explored circles a lot. She said, “I have a thing about circles,” and explained:  
For me, that is a very resolved shape. I’ve always drawn circles – I think it’s partly because of 
the circularity of life. Life is circular – it’s not linear. I’ve done a lot of reading about it and 
there’s a lot of deep ecology philosophy which talks about that – where, who are they [she says 
this while thinking] Arne Naess – very important philosophers who have looked at this. And 
indigenous cultures have an innate sense of the circularity of life – of life and death and the 
elements that get recycled.  
 
 These scientific and visual aspects formed Adele’s individual style and unique, conceptual 
perspective. She had drawn on her background, knowledge, and desire to connect with others in her 
project addressing important environmental issues. She had drawn together: her scientific knowledge 
(i.e., that a diamond is carbon); cultural and social aspects of the diamond; and social, economic, and 
political aspects of carbon. It is also significant that (as in a number of her works) Adele explored a 
circular form that linked to the Earth. She explained: 
So I’m really interested now – because all my work tends to relate to environmental issues and 
I’ve moved from trying to communicate the science to trying to communicate the psychology 
of it as it’s why there’s failure of people to embrace this issue in Australia. And so I’m really 
interested in the values of people – and the psychology of values you know how we value a 
clean environment – trying to make an association with the natural world. I’m trying to distil 
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complex issues into quite simple images if I can, so I’d like to do a series of these on 
diamonds. 
 
Adele communicated a theme of future direction – an identity as an artist with future projects 
in mind that would explore this circular and recycled theme. 
 
A connection to Geelong 
 
 About a year before the interviews took place, Adele had created and exhibited an artwork in 
Geelong that “was about creating environmental graffiti works.” She’d located graffiti works 
“around Geelong and took photos of them in-situ” and “did two films” about “stop motion of textile 
works emerging from drains, of grass growing.” Explaining this as if she were on the street in 
Geelong, she said:   
It’s again that sudden moment of noticing and again there’s that simultaneous connection to 
something you hadn’t noticed before. There’s this living thing growing and through animating 
and through doing it in materials that were not traditional in that sense, there was a sudden – 
trying to make a connection. 
 
Thinking of the semi-industrial town of Geelong, where Adele and I both live, I imagined how 
powerful, environmental graffiti works could be juxtaposed with (or, in some cases even blended 
into) its urban locations. Adele explained:  
I suppose I reached a position where I wanted to try and elicit an emotional response – an 
emotional connection and I did a lot of research around environmental art and environmental 
issues and then I came across a body of work on environmental graffiti and that really 
resonated because in a sense for me graffiti is – you go around the corner in the city and 
suddenly you see something that’s drawn on the walls and it stops you in your tracks. There’s 
that moment of insight, that moment of connection. 
 
This is an experience of place that comes from walking down the street and noticing something 
out of the ordinary. It is a different experience to creating artworks, when you gather knowledge or 
feelings in material explorations, such as the butterfly work. Some artists contribute to places by 
creating artefacts or performances that contribute to place. This may encourage people to experience 
a place differently. Creating places or changing existing places can include graffiti art, community 
art, mural art, or public sculpture. The way Adele contributes or changes places is largely motivated 
by her environmental interests (i.e., social and natural ecologies); her intention in creating this 
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graffiti artwork was “to get a sense of people to try to get that moment of connection to the natural 
world” with the hope that “these might be a driver to changing behaviours.” She wanted people to be 
“more widely open to what is happening to the planet in terms of degradation and destruction.” 
Putting this in the context of the wider world, and art world (another notion of place), she explained: 
So that was really interesting because worldwide there is a really interesting global graffiti 
movement where people use moss as a graffiti or they reverse graffiti – they clean walls in 
images – not paint them and use other natural materials as sources of graffiti and because it’s 
put in an urban environment it’s kind of a gift to society it’s not inside the fours walls of a 
gallery, it’s taken out of the gallery in a sort of activist role – almost, so that’s a whole new 
body of work which I think I’ll continue with. 
 
Creating and exhibiting artwork within, and for, Geelong drew on Adele’s background and 
knowledge, and required considerations of the culture and physical character of Geelong. Geelong is 
a regional town with a strong youth culture, and a problem of property vandalism with graffiti. This 
has led to Geelong’s Graffiti Policy: 
To manage graffiti in partnership with council, department of justice and other stakeholders 
which aims to provide guidance and an integrated framework to manage and minimise the 
impact of graffiti; support and advise the community on graffiti management as well as 
provide graffiti removal kits and to work with other organisations and government agencies to 
educate the community on graffiti issues. (Community Safety, 2011) 
 
This graffiti to which Adele has responded and contributed follows on from these cultural 
developments in Geelong.  
There has also been an initiative from the council, artist groups, and Deakin University’s 
School of Architecture, to turn disused shop spaces in Geelong into exhibiting or performance 
spaces. One of these projects is called Made in Geelong (2012). Showing artwork in vacant shops, 
and the graffiti movement, are ways in which artists and/or youth have claimed spaces and attempted 
to make small changes to Geelong as a place. Adele’s involvement in these community projects can 
be understood as exploring place through an interconnection of her natural, social, and cultural 
environments, and drawing on past place experiences.  
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A connection to “The Silent Spring” 
 
 Another artwork Adele showed was “a very large piece – two metres high by about 1.5 metres 
wide – large felted net and metal net.” She explained that “there were silk origami birds trapped in 
the net and then behind that was a second panel of a very large tree that was needle felted.”16 
 
Adele recalled the effect that this work had on people in its exhibition space: 
 
As you approached the work, because it was quite light, it moved, so there was an interaction 
with the viewer. The shadows of the two [panels] combined so that on the back panel wall of 
the gallery you got this really dramatic image of the birds in the tree and the net over it. It was 
an interaction piece – to engage people with senses. It was actually a reactionary piece that 
moved and changed as people approached it because of the movement of air as they engaged 
with it, the light would move and then of course the shadows would get wider. 
 
Adele explained that reading the book The Silent Spring by Rachael Carson had inspired this 
artwork. I read the book and learnt that it was published in 1962, marking a key phase of the 
environmental movement at the time. Carson expressed concern about the impact of chemicals on 
nature – in particular the pesticide DDT. Adele hopes her art, like Carson, is “a driver for change” – 
a change in and with place.  
 
A connection to “home” place 
 
Adele described another artwork she created as “a large tentacle, felted work,” explaining that 
it was not created for “any particular exhibition or prize or anything like that – it was something that 
just entered my head.” This artwork was a large sculptural form made of naturally dyed felt, which 
Adele had dyed. It “took about three months to make” and consumed a lot of energy, “because it was 
made from tendrils of wool that were like four metres long so they had to be felted first and then 
they were dyed with natural dyes using indigo and other natural dyes like fustic, osage and different 
things to get different shades of dark green.” 
It is interesting to realise Adele had created her large felted tentacle work in her family home 
on the farm in Robe. As a child growing up there, Adele had bred coloured sheep. She herself made 
the connection between wool felting and her early years in Robe, saying “I love sheep actually – 
                                                
16 Needle felting is felting technique using special felting needles that have barbs on the end. To felt with 
these, you stab layers of felting wool so that the fibres meld into each other. You can get special devices to 
hold multiple needles to make the felting process quicker. 
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wool is a material I love to work with and that probably goes back to the sense of that farming I 
suppose.” “Robe is a restful place.” 
I started to wonder whether Robe is a restful place because Adele did restful things (such as 
felting) there, or whether it is a restful place that inspired her to do restful things. I did not 
communicate my thoughts, because Adele herself had a realisation. She exclaimed:  
Wool is a material that’s very tactile. When you’re felting it’s very relaxing and I think the 
process of felting is something I was drawn to because our household was not relaxing – I was 
brought up in a very strange household. I don’t know whether you want me to go into the 
details of that, but you know we had a very chaotic family, my grandmother lived with us, my 
aunt lived with us, I shared a bedroom with my aunt – I thought she was my sister for many 
years, in fact I was told she was my sister, so I think it was quite a tense household. The 
process of felting is relaxing and that was something I find therapeutic I think. 
 
Artistic practice has clearly been a way in which Adele has been able to bring different aspects 
of her life together through a relaxing activity. Her ideas, techniques, and materials can be traced 
back to her childhood. This link supports the theory of Bachelard (1994), who suggests that the 
spaces one experiences in childhood can inform the way one chooses and experiences spaces or 
places in adulthood. Csikszentmihalyi’s (1996) theory that we choose our fields having first 
experienced a domain of practice is also relevant to Adele becoming a scientist and artist (fields), 
having experienced breeding coloured sheep and felting as a child. Felting was also a meditative 
process learnt in Adele’s childhood, and used as part of her artistic practice today to express herself 
and her place. 
 
Robe: then and now 
 
 The advantage for Adele of moving to Geelong (several years before this research project) was 
that she and her family were one hour closer to Robe. Maintaining a contact with Robe was 
important for Adele, as, although her main childhood home was in Adelaide, Robe was the place to 
which she and her family travelled every weekend. Her parents had bought a farm there when she 
was about 7 or 8 years old. Adele informed me her family had started with “seven hundred acres and 
a boundary fence” and built it up over 5 years. Weekends involved a three and half hour drive, “each 
way from Adelaide to farm and to manage the livestock,” “fencing,” and building the “hay sheds.” 
When pondering a geographic place in the world to which Adele belongs the most, she decided 
upon Robe: “Robe is home for me. It’s because of the access to nature there, but also it is my 
spiritual home.” She explained: 
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First of all it was a holiday place and latterly as a permanent home – and it became a very 
strong place in our family as home – much more so than Adelaide. Adelaide, although I was 
born there, was not so important and I think one of the most important things about Robe is 
that it has a very strong sense of nature to it. It’s on the coast, it has a very wide stretch of 
coastline, it’s always blowing a gale, you can always smell the sea, you can smell the seaweed 
and you can hear the birds and seagulls calling. It’s right on the edge of the southern ocean and 
so it has a very strong grounding in nature – it’s a very natural place and our experiences there 
were very much out on the farm and going into the bush. This was part of what Robe was and 
is still. I mean we still have a house in Robe – so it would be home for me. If I had to think of 
a place where I belonged – it would be Robe. 
 
A historical, cultural, and social connection to Robe 
 
 Adele thought back to her childhood in Robe, and noted a connection she and her mother 
developed with the local Indigenous people. She recalled for instance, that “growing up in Robe” she 
was “told the local Indigenous people – the Boandik People,17 were extinct.” Her “mother became 
involved in organising a commemorative celebration of Mathew Flinders,” as Robe had been “one of 
the key places” Flinders had been. There were “three strands to that festival: one was Indigenous, 
one was French, and one was Australian.” Adele remembers her mother saying at the time, “We 
should try and find if there are any Indigenous people.” They had found that there were “Boandik 
people living in the next town – not in Robe but in Kingston.” This was amazing, as “everyone in 
Robe had thought they had all died.” 
Adele linked these themes of connecting to Indigenous people to her “Celtic history,” telling 
me: “My mother and myself have a strong psychic and spiritual sense of the world – it’s part of 
being a Celt.” When talking about the interconnection with people, place, and languages, Adele said: 
“That’s a fundamentally Celtic belief but it’s also fundamentally an Indigenous and Aboriginal belief 
as well.” Such comments showed a connection of self, her history, and the cultures, people, and 
places of her geographical home (Australia), and her ancestral homes of Ireland and Scotland.  
These community, family, and ancestral links made by Adele, highlighted her diverse 
experiences of place and identity. Adele explained more detail about this, pointing out that her 
mother had grown up “a sort of gypsy in Ireland.” Adele’s maternal grandfather “was in the 
merchant navy and they moved around a lot.” Adele explained: 
                                                
17 The Boandik people are the Indigenous Australians from the region of South Eastern Australia who lived 
between Mt Gambier, Robe, and Kingston, before the influx of European settlers in the 1830s. 
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Because the Celts were often driven out of their homelands, concepts such as the sacred grove 
and so on, are actually as much abstract mental concepts that they could take with them, as 
much as actual places. Although a sense of going home was also important for many Irish, I 
don’t have that sense of having to go back to Ireland or anything whereas my grandmother 
used to use the term The Snipe go Back to the Bog which is a lovely term you know – the wild 
birds go back to where they belong – but yeah, for me, I think place is about a sense of 
belonging. 
 
Chang (2008) suggests that ancestral proverbs have an impact on the way we construct our 
identity. Proverbs, such as the scared grove and the snipe go back to the bog, are but some that 
Adele referred to as meaningful narratives passed on through generations. Through people and their 
stories, Adele explained that she learnt from her Celtic ancestry “you took your place with you” and 
“your identity came from a cultural connection not from the geography.” Adele noted that this is a 
theme that appeared in her work. This suggests the reflexive project of self (Giddens, 1991) takes 
place as part of Adele’s artistic practice. This is a reflexive project of a self, connected to 
geographical places (i.e., Adele’s homes of Robe and Geelong), but experienced with other people, 
through narratives, and in harmony with nature.  
 
Re-inventing selves 
 
 Names are important to identities. Prior to her arrival in Australia, Adele’s mother “changed 
her name from Bernadette to Helen because she didn’t want to have that Catholic/Christian name.” 
Adele suggested that for her mother, “the act of migration was an act of reinvention.”  
This theme of re-invention also exists in Adele’s own story, in that she reinvented herself as an 
artist, after being a scientist. This shift in Adele’s professional identity had been a process of 
reinvention, because as a child she was artistic (e.g., felted and did well in art classes at school). She 
said: 
I’ve always been – even as a very young child I’ve painted and drawn – always art was very 
important and yet when I chose a career I ended up doing what my parents suggested, which 
was doing science – which I can’t now think why – but I mean I clearly didn’t have a strong 
enough identity then to say, “No, I’d really rather be an artist,” which I should have probably 
been then, but you know, I can’t remember now how that happened.  
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Important to this theme of reinvention is Adele’s need to find her identity. She stated: “As a 
child, a sense of self was not encouraged – there were too many other strong personalities in our 
household.”  
It appears that having become a scientist and mother of four children, Adele’s search for self 
(identity) had been a driver for her artistic practice. Her emerging identity as artist was symbolised 
by Adele building her own studio, away from the house, over the course of the interviews. This 
could also be understood with the following comment: 
My grandmother and my mother were very dominant personalities – so that lack of identity – 
that’s a problem for me I think as a person. Personally I think, I don’t have a strong – well I do 
and I don’t – in some ways I am a strong personality and in some ways I’m not easily swayed 
or influenced. But, there’s something missing for me in there too and maybe that’s one of the 
drivers for art.  
  
One of the drivers for art 
 
 Exploring more about what drives Adele to art, and therefore her developing identity as an 
artist, I noted numerous examples of Adele finishing her explanations of artworks with a comment 
about what she planned for future art projects. One such comment was: “I’d like to do a series of 
those on diamonds.” When discussing her graffiti works, she informed me: “That’s a whole body of 
work which I think I’ll continue with.” This indicated Adele’s plans for her future artistic practice, 
despite also commenting that she didn’t feel she could call herself an artist (because of her recent 
stint as a student). 
 As the literature in Chapter 2 suggests, past and present factors contribute to a person’s 
identity. Adele’s upbringing had an impact on the order in which her role identities (Goffman, 
1959/1990; Tomkins, 1987) developed, and, therefore, how she constructed her identity over time. 
Adele had been encouraged to achieve higher education in the professional field of science, as it was 
a field that was known to her family. She had come to the art-field later in life.  
It should be noted that the current study assisted Adele with her identity as an artist, as it 
enabled her to think and talk about her identity in the context of places and her artistic practice. 
Engaging in the interviews, reading interview transcripts, and narrative accounts were important to 
this. The way Adele illuminated her path as an artist, through her work and the narrative, indicated to 
me that she had a desire for a strong identity, and a strong identity as an artist. 
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Wanting a strong identity 
 
 Adele referred to herself as having struggled “through life” because she “wanted that strong 
identity” but has been “denied it to some extent.” Adele provides insight into her mother’s influence 
on her: 
She was really controlling in terms of information about family – there are still many things I 
don’t know about the family and she won’t tell me. And that’s a terrible thing as I remember 
hearing an Aboriginal person say that if you don’t know where you come from you don’t know 
who you are – and that resonated with me very, very strongly and I suppose in some way part 
of my struggle in a sense through life is that I wanted that strong identity but I’ve been denied 
to some extent as often in Irish families information was traded as power – Like I think I told 
you – I shared a room with my aunt but was told she was my sister. So I wasn’t told she was 
my aunt – it was weird – so I suppose I try to create some sort of unity – there is some sort of 
processing going on trying to identify myself and that connection to the natural world has 
always been very important to me. 
 
Knowing who your ancestors are, their stories, and their places, are fundamental to our 
identities today. This is seen in Maori culture where one’s name is followed by the ancestral names, 
tribes, or places of which they are part. Through her artistic practice, Adele tries “to create some sort 
of unity.” 
This supports the notion of the reflexive self, which draws on the multiple aspects of identity 
(e.g., social, cultural, role identities), and places, to form a self (Jackson, 2010). Another way of 
understanding this is to examine the “social hauntings” or “sedimentations” of one’s past. Adele has 
had experiences whereby some information was passed down through generations, but other 
information has been withheld. Bright (2010, 2011) refers to this as “sedimentation,” explaining that 
the way children in working class or mining communities negotiate schooling is very much due to 
the way knowledge has been passed to them or withheld. Such knowledge about the past places and 
communities of which one is part, can define children’s notions of class and place (see Bright, 2010, 
2011), as they seem to have done for Adele.  
 
Travel – Geographical places 
 
 It cannot be denied that place for Adele was culturally-geographic (see Massey, 2005), in her 
cultural engagement with places such as Geelong or Robe. Adele also spoke fondly of seven years 
studying at a university in the United Kingdom, and living in France. This was a time in Adele’s life 
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when she experienced her ancestral homelands, and reflected on her home in Australia, Robe. She 
recalled: 
I did miss Robe, but being in Scotland, there was a strong sense of home – that Celtic 
connection was really strong and I met up with a lot of my relations in Ireland because my 
grandmother was one in seventeen children so there are a lot of cousins in Ireland and it was 
a sense of belonging among the Celtic heritage, which was fantastic – it was a great 
experience actually, and I loved it.  
*  
Synthesis and distillation 
 
Adele’s explanation of the subject matter within each artwork was like a synthesis. Three 
definitions for synthesis are provided within the field of science. One is in biochemistry: “The 
production of an organic compound in a living thing, especially as aided by enzymes.” Another, in 
chemistry: “The act or process of forming a complex substance by combining or integrating two or 
more chemical entities, especially through a chemical reaction.” The third one relates to the 
scientific field of psychiatry: “The integration of different elements of the personality, in opposition 
to analysis” (Biology Online, 2012, n.p.). These three understandings of synthesis were referred to 
in Adele’s story, when she suggested that artists (including herself) “are particularly valuable 
because they do have an open mind and they’re drawing threads through a synthesis of a work of 
art.” 
Adele described aspects of her artistic practice as “distillations” telling me: “I’m trying to 
distil complex issues into quite simple images if I can.” The scientific definition of distillation is:  
A method of separating a substance that is in solution from its solvent or of separating a liquid 
from a mixture of liquids having different boiling points. The liquid to be separated is 
evaporated (as by boiling), and its vapour is then collected after it condenses. Distillation is 
used to separate fresh water from a salt solution and gasoline from petroleum. The condensed 
vapour, which is the purified liquid, is called the distillate (The American Heritage Science 
Dictionary, 2010). 
  
 Adele explained her artistic practice as “a selection process” that is “partly driven by the 
aesthetics.” This is understood further with her explanation: 
You eliminate or discard things that are not going to work as an artwork – through the 
consideration of all those elements: line, colour. Even if it’s not conscious, you end up 
distilling something and there’s an editing process. It’s interesting how something gets edited 
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out to form the final artwork – a lot of material is discarded in the process of distilling it into 
one image. 
 
Adele communicated a meditative way of distilling or synthesising ideas through her artistic 
practice and thinking. She referred to this when making both the butterfly and carbon works, telling 
me: “it quietens my mind when I’m working like this.” This synthesis is reminiscent of Malpas’s 
writing about the way place gathers through being in a locale (2006, 2012); Adele’s experience of 
being in a locale involved gathering place through her artistic process. This suggests that the 
distillation of artistic processes is a gathering and synthesis of materials, ideas, and place/identity 
experiences.  
It would follow that each artwork can only represent the distillation of the unique combination 
of knowledge and experience that goes into forming that work. Rooted in the hermeneutic tradition, 
Malpas’s concepts unity of place or unity of identity (1999) are a selective gathering, distillation, or 
synthesis of experience at any one time. Casey (2001) wrote how the felt identity of place is not a 
lasting identity, rather “it’s permanence is at best only a quasi-permanence; it’s stability is constantly 
destabilized by the course of events” (p. 720. Focusing on aesthetics is part of this gathering process, 
resulting in unities of place or self at any one time during a person’s life. The creation of an artwork 
marks such a gathering or unity. 
 
An ecology of practice 
 
The theme of ecology emerged from Adele’s story, as she communicated microscopic (and 
expansive) knowledge of the field of nature/biology/ecology. She communicated, through her story, 
an identity connected to this knowledge, explaining, “there is some sort of processing going on 
trying to identify myself and that connection to the natural world has always been very important to 
me.” She reiterated her notion of an interconnected living system as place:  
All my work relates to environmental themes – all of it. It’s a passion for me. Deep ecology is 
one of the philosophies that underpin my work – which is essentially that the world should be 
viewed as an eco-centric world, not a human-centric world. So, man takes his place in the 
whole of nature rather than humans just outside of nature. 
 
Drawing on this world, this place, and drawing on her journey to date encompassing multiple 
identities, Adele created and exhibited art. She wanted to make it accessible to people and invite 
their thought. She said:  
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There’s all these complex things in my head. Somebody looking [at her art] might think, “Oh 
it’s a circle of butterflies.” It’s the complexity with which you go about making a work of art 
and then how it is interpreted from outside. I try to think one can invest too much in the idea 
and it’s alienating – you’ve got to keep it accessible. 
 
Embodying her identity and place with the natural world, expressing this interconnection, and 
inviting people to think, Adele suggested changes to the world (and within the world). Adele’s moss 
graffiti artwork was a good example of this in relation to its environmental theme, but also because 
graffiti is a form of art that emerges from cultural representatives who want change.  
 
Navigating the art world place 
 
In addition to expressing her knowledge, feelings, and opinions about the natural environment, 
Adele is also “inviting people to think,” She is doing this with what I start to understand as her art 
world-stakeholders (Becker, 2008). She explained: 
When you’re making art you are tapping into that reservoir which only you have access to. But 
a part of making art is actually liberating it isn’t it? It’s accessing art but it’s bringing it out. 
’Cause no one else knows what’s inside someone else’s head. When you’re making a painting 
you are making what is not visible, visible. You’re trying in a way to say “these are the 
memories, these are the thoughts, these are the emotions that are inside my mind when I made 
this art.” It becomes suddenly visible doesn’t it? I don’t know, maybe trying to wrestle with 
that is what artists do, they try and – I suppose – again it’s about connection isn’t it? I suppose 
by showing someone what’s in your head through your artwork, you’re hoping to find a 
connection, because you hope that it resonates with people and they like it – whether it is a 
work of art or they like that painting or they don’t like it. So, in a way you are trying to find 
someone with whom those memories and ideas resonate. 
 
This quote particularly captures the intention of the artist who is trying to communicate and 
connect with others. It relates to the concept of dasein, introduced in Chapter 2 – a being who is 
interested and is fundamentally connected to place. I would argue that Adele’s intention, as an artist, 
is to express herself and connect with her audience in the hope that, together, they can make a better 
place. This is a social, cultural, and relational aspect of artistic practice.  
It is quite likely that someone who becomes an artist, but who has already had a rich life in 
other fields (such as science, for example), might be navigating what it is to embody an artist’s 
identity, and may even be looking for rules about how to engage in this world of ideas, practice, and 
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so on. The challenge of being and becoming an artist with its re-invention of self and lack of rules 
(Bourdieu, 1990) can pose problems in navigating what artistic practice is. Indeed, Adele’s account 
of being in the art field, and navigating its systems, revealed stories of success and doubt.  
With her artwork about carbon, Adele said she, “was quite pleased with how it worked out – I 
think it was quite a good painting – it was quite complicated to do.” With her large tentacle feltwork, 
she thought, “It’s a strong work.” Prior to this feltwork being sent to an exhibition overseas, Adele 
observed that “All the people who saw it before it went overseas had a very strong reaction to it” 
because of its “strong presence.” 
Adele communicated that when she created grass graffiti artworks she was in fact “creating 
environmental graffiti works,” which supported her dual task of creating art and connecting with 
others about the environment. She felt “it was a different way of approaching the topic” of 
environment, place, and graffiti. However, she was not sure “how successful it was as a body of 
work.”  
Contemplating how successful her artwork was in connection with others, she thought: “Where 
my work maybe struggles to connect with people is that people don’t have the connection to nature – 
maybe they don’t see it or perhaps its not very well executed – I’m not sure.” 
* 
 
Once Adele had created the works that expressed her views on the environment (her place), 
she then considered her “potential market.” She noted, “the carbon paintings are more attractive in a 
way and particularly desirable in terms of, what people will purchase or have in their house.” Adele 
thought of places to exhibit and market her work that were not necessarily of the art world (i.e., art 
galleries, museums) and devised a plan to exhibit her carbon series “in a boardroom of a mining 
corporation.” Other spaces she chose to exhibit were places in which she could experiment with a 
range of media and spaces and where she could present her ideas about the environment, “elicit a 
response,” or “connect with others.”  
 
Flow state: Creative artistic practice and thinking 
 
 Adele provided a number of explanations about what she experienced when creating art. One 
of the statements she made was: “When you’re working and you get into that zone, time stands still.” 
She elaborated on this statement: 
When you’re in that zone making a work it’s almost like your mind is completely open – it’s 
an expressionist thing – you’re experiencing making the art. It’s a very profound thing isn’t it? 
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I feel there’s that timelessness and it’s almost like your work and mind are connecting at such 
a level that it’s not even conscious, it’s unconscious – it’s tapping into memories. 
 
Drawing on Csikszentmihalyi’s notion of “flow state,” Sermijn et al. (2008) explain flow as 
being “actively involved in a difficult enterprise, in a task that stretches our physical and mental 
abilities” (p. 15). In this state, a person becomes one with the activity, and loss of consciousness of 
the self occurs, while becoming immersed in the action of creating. Csikszentmihalyi (1997) wrote 
that to maintain the flow state, the artist or creative person “needs to be challenged to do his/her 
best and to constantly improve his/her skills” (p. 65). Adele appears to have experienced a flow 
state. 
Adele mentioned, “There’s research that shows the mind is ahead of your conscious mind. So 
you might be doing things that are ahead of it without you even being aware of it.” She added that 
“your body is part of it and I think it’s even subconscious actually.” These experiences could also be 
explained as embodied. It seems that Adele embodied her ideas, feelings, and so on about her place 
and her identity (and other issues), and engaged in a flow state to create her art and bring these 
elements together. 
 
Identity as a visual person 
 
Adele makes the connection of her identity and the natural, social, cultural, and artistic 
environments in which she is embedded. She said, “My art is about communicating a broader 
identity which is grounded in nature,” and that “it’s actually a process of illustrating an identity 
which is based on connection to the living planet.” She traced early positive childhood experiences 
of doing well in art, and enjoying it, to her artistic practice today, and explained how her family 
influences caused her to dedicate much of her academic study to science. Finding a link between her 
identity as scientist and artist, she commented that when she chose the field of science as a focus for 
her PhD (over 20 years ago), she had chosen to research DNA, which is an “abstract science.” She 
explained that this research field is visual today, due to the new technologies, but was not so visual 
back when she studied it. She realised that she had chosen to work with visual and abstract fields.  
 
Summary 
 
Through her creative artistic practice and thinking, Adele seeks a connection between her art, 
nature, and people. As she said, people are important for her to create a sense of place. However, she 
also noticed that people are absent in the environmental story. Her intention was/is to help make the 
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world a better place, in an environmental sense. The themes that emerged from her case study are 
summarised below. 
 
Theme: Multiple Identities 
 
The different roles or identities that Adele mentioned were: daughter, mother, ambiguous 
identity of sister/niece, wife, scientist, and artist. Identities are formed by places, memories, and 
experiences, and the interconnections of places and identities accumulate into what Malpas (1991, 
2006) and Trigg (2012) refer to as unities of self or unities of place. However, these unities need to 
be understood as multiple and variable, because to summarise them as social or cultural collectives 
(the collective of mothers, of scientists, or artists) is to defeat the whole purpose of identity theory 
(Stryker & Burke, 2000). Time has played an important part in the way Adele’s experiences of 
places and identities have accumulated, gathered (Malpas, 2006, 2012), or been bundled (Schatzki, 
2014) through her artistic practice. The social and relational dimensions of these constructions of 
place and identity are clear from her story, and will likely change over the course of her life.  
From being in Adele’s home/studio/workspace, and hearing her talk about what this place is 
for her at this time in her life, I learnt about her multiple identities, tied in with the creation and 
functioning of this place. It was a home for her family, for animals, a garden, and a home through 
which she connected with community. It was a home that had some similarities with her childhood 
home in Robe, hence having strong links to her childhood place, and the people who helped form her 
identity. 
 
Theme: A connection to the natural environment 
 
Adele’s home/studio place was nested within a larger, more encompassing, place within the 
environment. Her scientific and environmental knowledge meant she frequently thought about the 
natural world. She had chosen to explore this strong theme of interconnection to the environment 
through her art, rather than as a scientist. 
Theme: Linking culture, place and identity 
 
Through the narratives, Adele made links with her: 
§ Ancestral past (Celtic) and stories of those cultures;  
§ Stories of cultures in places where she grew up (Australian – including Indigenous); 
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§ Role identities and the influences of family or schooling (the order and interweaving of 
these role identities and professional fields seems to be determined by this 
combination); and 
§ Current political, social cultures through her environmental work. 
 
Adele’s experiences with Australian Indigenous ways drew on both her Celtic background and 
nature. She recognised that “the natural condition of Celts was to be part of nature – they didn’t see 
themselves as separate, but that’s been lost over time.” She added that her “connection with 
Indigenous people has been strong” in that her artwork represents “part of that world view.”  
It was through her artistic practice (and contemplating this further through the narrative 
inquiry), that Adele was able to make these interconnections of identity, ancestors, stories, place, and 
nature. Artistic practice enabled the gathering of threads of past, present, places, memories, feelings, 
emotions, and stories into constructions of self and place. In Adele’s case, choosing artistic practice 
was a way through which to re-configure her identity and understand her-self (i.e., the driver for her 
art).  
It is interesting that Adele used the word “exchange,” as an exchange had clearly taken place 
for Adele: Where once she had been formed by her environment (Robe, childhood, teachers, parents, 
family stories, ancestral influences, etc.), she now created her environment (her home, her garden, 
her version of the art world, and her cultural community). 
 
Theme: Interconnections 
 
Part of Adele’s motivation to be an artist was to interconnect with others. The works she 
showed me, and the many artworks I saw in her exhibitions, explore her interconnections with the 
environment and seek to make connections to others through her art. Her artistic practice drew on 
her knowledge as scientist and artist, gathering both professional identities and knowledge scapes 
(natural, social, and cultural aspects of environment) together. It was an interconnection not unlike 
mycelium threads. 
 
All themes, as a whole 
 
As a whole, all themes showed how Adele’s history had shaped her mix of identities, and mix 
of places. Her artistic practice drew on these multiple sources of experience and knowledge. She 
created home places where she dwelt, gathered and made connections, and interconnections with 
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people and nature. She expressed her views through her art and reached out to others to try to make 
the world a better place. 
   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  107 
                         Chapter 5 
All About the Australian Identity 
 
 
First encounters with Henry 
 
 I first encountered Henry at a solo exhibition of his work. I recall that Henry’s exhibition space 
was filled with a large following of his friends, artist peers, and buying public. As much as it was 
about the work, it was clear that Henry had a loyal following that saw the opportunity to catch up 
with one another. At this early exhibition, large, minimalist-style paintings were exhibited, 
comprising ochres, browns, blacks, and whites. Each picture plane (ground) was segmented into 
large angular planes, juxtaposed with semi-abstract, figurative shapes or images of domestic items 
such as a bottle or burning cigarette. There was a feeling of “a presence” or “domesticity” in the 
work, despite its formalist, abstracted style. 
Fourteen years on, when contemplating a non-migrant, male artist-participant, I thought Henry 
would be interesting to interview, given his standing in the art world and the figurative/spatial 
narrative of his compositions. I had since seen a number of exhibitions of Henry’s that were 
dominated by sculpture. The interrelationship of elements, both formal and conceptual, that made the 
figure ground relationships within both his painting and sculpture, alluded to place and identity. 
However, this was my perception, and I didn’t know Henry’s intent. I also did not know what 
relationships to place (if any) might feature in his work.  
Keen to learn more, I approached Henry at an outdoor sculpture exhibition, where one of his 
carved, wooden, totem-style sculptures was on display. I introduced my research and asked if he was 
interested in being an artist-participant. He agreed and plans were made to meet at his Melbourne 
studio. 
 
Henry’s art 
 
Henry described the kind of work he made as: “Wood sculptures (and) paintings drawing on 
aspects of primitivism in society.” He told me he “uses tribal motifs to express that idea” sourced 
“from New Guinea” and “a bit from the Aboriginal.” He stressed that, whilst his work drew on 
aspects of such cultures, it did not necessarily draw on the art of these cultures.  
Of his paintings and the places he paints about, Henry said: 
I always find it hard to come up with subject matter for painting just because I have to build up 
a connection to the relevance of place or actually painting. I could go in and just paint but for 
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me it seems a really pointless exercise. I have to have a part of my soul in the painting and a 
connection to the idea that I’m doing – so yeah, place, place is a funny one. 
 
Henry’s studios 
 
Two of his places are the studios from which Henry works. One is located at his home in a 
Melbourne suburb, and the other is on his farm on the outskirts of Melbourne, where he also spent 
his childhood. His suburban-studio is in the yard of the home he shares with his wife and two grown 
children. Henry communicated via email that it would work best if we held each interview at this 
suburban location, given that it is situated on the western side of Melbourne and I live an hour’s 
drive along the highway from here in Geelong.  
 
The first visit to Henry’s Melbourne studio 
 
It is a rainy Thursday when I drive up to Melbourne from Geelong and find Henry’s suburban-
studio with the help of the Melways.18 I am early, so I park outside and read in the warmth of 
my car before entering his gate. I feel a bit guilty about interrupting his busy day and am keen 
to stick to the time-frame to conduct the interview.  
I enter through a large, chunky, wooden, hand-made gate and walk across interesting paved 
areas, to the front door. I am impressed with how tidy the front yard is and make a mental note 
to do something about my own. A dog barks and comes running around to greet me from the 
side of the house. It is a cross-breed – a bit of kelpie/blue heeler, possibly. While I knock on the 
door, I pat the dog and say hello to it, a little nervously. 
Henry opens the door and invites me in. The dog follows. We walk down the central hall of a 
renovated Californian Bungalow into a large living room with an open plan kitchen. This 
room has clearly been added onto the older-style house, as it is light and modern. All the 
furniture and artworks are of good quality and stylishly placed to set off the open plan design. 
This room then leads out to a deck with a table and chairs. From the deck, a few steps lead 
down into a large backyard, landscaped with interesting trees and sculptural plants (such as 
cacti and succulents), interspersed with rock-mosaic paths. A painted, rendered fence 
resembling mud brick is the backdrop to this yard. I feel like I am in Mexico. 
Because it is raining, we sit in the living room at a large table to get started on our first 
interview. The dog settles beside me, with his chin on my lap, before Henry encourages it to 
                                                
18 The Melways is a street directory book for Melbourne and regional Victoria. 
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leave me alone. During the course of the interview, I take in the great design of the room and 
the aesthetically-placed paintings and sculptures, some of which I recognise from Henry’s 
older style of work. 
* 
It was not so cold and wet for the two interviews that followed this first meeting, so we sat 
outside on the deck, where Henry could smoke. Importantly, we were outside so we could see and 
talk about sculptures that were located here. One artwork was still in progress, partially held up by a 
hoist in a space strewn with wood shavings. Another sculpture was completed and had weathered a 
little in its permanent location. Henry’s studio was situated in this backyard space housing three 
other artworks: two paintings, and one purposely-burnt sculpture.  
 
The farm studio place 
 
In addition to Henry’s suburban house and studio, he regularly worked at another studio 
located at the farm where he was raised. When working at this location, he is away from his wife, 
children, and their suburban home “for up to three days.”  
Henry uses the space, tools, equipment, and environment of the farm-studio to create larger 
artefacts – outdoor sculpture. The farm-studio lends itself to working with particular materials. 
Henry explained that he “mainly uses the farm studio to block out big pieces of timber” as he has 
“proper lifting devices and stuff up there” to do this. This means that if Henry is doing anything 
large scale, he’d “complete them up there – just because they’re too heavy to bring back” to the 
suburban studio.  
Because of the equipment, tools, spatial qualities, and environments, the suburban locale and 
the farm locale each lend themselves to the creation of artworks relative to the tools, equipment, and 
special qualities of these locales. These factors of each locale influenced his place-experience, 
therefore assisting in making them two distinct places for his practice. This meant that, at any one 
time, Henry had a different body of work evolving at each location. He reported that, when at the 
farm, he’d “do sort of three days work on the sculptures then come back here (to the suburban 
studio) and work on some different pieces.” He added, “I do the smaller ones – what’s manageable 
by hand – in the backyard.”  
The two distinct locations where Henry’s artistic practice took place (and continues to take 
place), suggest that spaces are important to creating artworks, in terms of size, machinery, tools, and 
materials. The farm studio doubled as an exhibition venue at certain times of the year, so was a 
creative place that Henry used to create, exhibit, and sell artwork.  
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Aside from the spatial aspects of each place, which informed the kind of artwork Henry 
created, and the kind of materials, tools, and machines required, I was keen to learn how the 
atmosphere and sensory nature of each place came to bear on Henry’s creative, artistic practice and 
thinking. Henry explained that through being at the farm studio he had noticed that, “the 
environment, the feeling does actually come into the work.” Recalling a contrasting place, he said, 
“You know, if I was working in a dark factory sort of space, my work would have a really different 
feel to what I do up at the farm because I’m out in the fresh air – got really nice vistas – I can’t 
quantify it but I’m sure it does have an effect on the work.” This supports the notion that being in a 
locale is important to the gathering of place (Heidegger, 1951/2011; Malpas, 1999, 2006, 2010, 
2012). It also supports the idea that sensory experiences are also important for knowing place (Tuan, 
2001).  
 
     Artistic practice  
 
The timber dictates the subject matter 
 
Outside in his suburban backyard, Henry chose to show and discuss four sculptures and one 
painting.  
Some sculptors observe a block of timber and start to see how the sculptural form might be 
able to be “released” from this block through working the timber. Others come up with an idea of a 
visual image and design it through drawings, then source the piece of wood to carve. These two 
considerations of Henry’s artistic practice were important to the research question, because choosing 
certain pieces of timber (or other material) can be significant to the place from which it was sourced. 
Likewise, where the inspiration for the subject matter of the artwork came from (or makes reference 
to) is also an important reference to the topic of place and identity.  
Henry did a bit of both. He explained that he has “a whole lot of scrap books, drawings, 
etcetera” and he “goes through these” as a way of planning and/or resolving his artwork. He’d think 
about “what you want to express at the time” or a message you want to convey. Having come up 
with this, he said he “thinks of a sculpture that fits into that format” or how he’s going to express his 
idea. This is an experiential and experimental approach to creating that involves to-ing and fro-ing 
between environment, space, place, ideas, memories, thinking, drawing, and the materiality of the 
work.  
I have created the following story to capture this to-ing and fro-ing process. 
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Just trying to keep everything in balance 
 
Henry is sitting on the side of one of the raised garden beds in his backyard. His feet, clad in 
workman’s boots, are placed on the worn cement ground, amongst wood shavings and strewn 
carving tools. He has made himself an espresso, to take a break from the physical work of carving 
his sculpture. As he rolls himself a cigarette, he sits down to contemplate one of the sculptures that 
he is in the midst of creating. Such times of contemplation are what he calls his “dreamtime.”  
The sculpture is about one metre high and attached to a hoist19 that is permanently set up in 
this part of his backyard. Henry began this sculpture by perusing books and images from his 
sketchbooks and journal. He’d found “a good bit of timber” that suited some of his drawings but 
these drawings had to “fit into that bit of timber.”  
This is not a one-way process, as “the timber dictates what format you can actually carve into 
the piece of wood.” Then drawing is required – “straight onto the piece of wood itself.” Henry 
explained how he’d started drawing and carving “in the middle” of the block to “try and get the 
scale.” He knew from many years of having done this that it would be a long process of re-drawing 
and carving, trying to put “everything into proportion” – a “balancing act” where you’re “just 
slowing going through and refining it.” 
After doing “quite a few different re-arrangements of it,” Henry was feeling happy with “the 
placement of objects” and how “the right amount of light” was coming through. He had “blocked 
out the bottom and then the middle and then done the legs.” He was mindful of being careful not to 
split the wood, so took a break. Henry is confident – from years of experience working with wood 
and having advanced skills in using relevant tools – that the sculpture will “slowly, slowly prevail.” 
 
As the above vignette shows, a significant part of Henry’s artistic practice involves responding 
to the characteristics of the timber in front of him. He said, “It’s always nice if you can get a piece 
without patching it because sometimes it can be really difficult as, as it gets older, the timber 
shrinks.” One of the problems of working with wood is that there are “knots” and whilst “they’re not 
hard to work around,” Henry explained that these “knots are just buggers to work with ’cause bits 
chip off.” By way of example, Henry showed a small sculpture he was creating as “a study.” He was 
making it from “a shitty bit of timber hanging around, instead of using the good stuff.”  
Henry advised, “I’ll save the good stuff for the big sculpture.” Working with timber can be a 
challenge, because “you knock it and a big chunk comes out, then you’ve got to go over the whole 
                                                
19. Hoists used in this kind of sculpture are on pulley systems. Straps are wrapped around a developing 
sculpture to move it around more easily. Pullies are necessary to position, and work safely and efficiently on, 
different parts of the sculpture. 
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thing to bring it back into shape and you’ve nearly got it and then ‘Oww!’” (said with tremendous 
disappointment). Good quality wood is not only essential for Henry to have a smoother carving 
process and good work quality, but also sets him apart from other wood sculptors. He stated, 
“There’s not many people who work with wood the way I do. Like Ricky Swallow20 – the stuff he 
uses doesn’t have knots in it – they call it a hardwood for some reason – you can go any way – it 
doesn’t have a grain so it’s like plaster really.” Inquiring as to why he doesn’t make life easier for 
himself and use the kind of timber that Swallow uses, Henry informed me that “it’s un-
environmental – oh yeah and it costs quite a bit of money as it’s from Asia – it’s all rainforest timber 
– it’s what they use to make moulds21 and stuff.”  
Important to Henry’s artistic practice is that elements such as drawings, image, texture, the 
wood he’s using, the scale, and so on “must be meaningful.” Therefore, these dimensions of his 
artistic practice should be examined for references to place and identity meaning. 
For his paintings, which he “still does from time to time,” Henry said he “finds it hard to come 
up with subject matter.” This was because he had to “build up a connection to the relevance of the 
place” that he was “actually painting.” The meaningful aspect of Henry’s artistic practice, and 
therefore his notions of place or self, was emphasised when he stated: “For art to have a meaning, it 
has to have a connection to you, otherwise it’s superfluous.” 
 
 
Influences of the art world and environment 
 
Quality and value 
 
Conservation as a subject and practice is a central issue as it relates to responsible, sustainable 
practice in relation to the natural environment. The longevity of finished artworks is determined by 
the quality of materials used and art practice techniques employed. Central to the discussion of 
Henry’s artistic practice, place and identity are the hierarchical considerations the artist levies to 
form and content. The demarcation of quality materials for “good artworks,” and “shitty bits” for 
studies of artworks, shows Henry’s awareness of quality, value, and conservation strategies in this 
art. He learnt this from his practice, but also from the art world, where one learns about conservation 
and quality requirements. This is why Henry uses “hard timbers” that can withstand the outdoors, 
where many of his sculptures are exhibited.  
                                                
20 Ricky Swallow is an Australian artist who lives in the USA. In 2005, he represented Australia and the 
Venice Biennale. He tends to make sculpture and installations as part of his practice. Some of his sculptures 
are quite detailed carvings of wood (see: www.rickyswallow.com). 
21 Moulds are compressed woodchip or other particles that are made into picture frames or other decorative 
pieces. 
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Indeed, as Henry led me around his backyard to show me specific sculptures, he pointed out a 
sculpture that not only looked finished but as if it had found a permanent home in his yard. It was 
situated near the entrance to his studio, and had weathered nicely in its outdoor location. Henry had 
created this work “about eight or nine years ago.” Noting how different the colours and textures were 
from other sculptures he showed me, I asked if it was made of the same wood. Henry explained this 
sculpture was made “out of one piece of timber,” but that the differences in colour and texture were 
because he “had to do a bit of patching of it as it had a bit of rot in it.”  
The attention to rot is a reminder of the conservation requirements of the art world and how 
artists’ reputations are built on creating art that lasts. Such considerations inform the artist’s choice 
of materials and decisions about the “finish” of a work. This sculpture was “finished” for the artist. It 
was made “eight or nine years ago” and its weathered appearance indicated how this sculpture had 
found its place in the artist’s space (his suburban-studio and backyard).  
However, the same sculpture was not “finished for the artmarket” because of the way timbers 
were pieced together. My own home contains paintings that I would never sell because they have 
cracked, or because I am unsure of the longevity of the ground.22 Seeing Henry’s work here and 
understanding its “flaws” made me wonder if artists’ places (such as studios and homes) house those 
artworks that can communicate a truer artistic identity; those deemed unworthy of the artmarket. 
This raises the question of what the artist’s self and place is; the issue explored in this research. 
I wonder if those artworks that end up in the artist’s home or studios are more indicative of his/her 
place and identity than those that are curated in an exhibition or other public space. After all, 
exhibiting one’s artwork is a kind of presentation of self and place, or persona. According to Jung 
(1966), persona originally “meant the mask worn by actors to indicate the role they played” (p. 157). 
This view of persona represented “a more or less arbitrary and fortuitous segment of the collective 
psyche” (p. 157), and Jung (1966) warns against making the mistake of regarding persona “in toto as 
something individual” (his italics, p. 157). Indeed, the decisions to keep art in one’s own place, or 
send them out to public spaces for exhibition, are determined by the collective psyche (Jung, 1966) 
of the artist’s art world, society, and culture. As such, social (Swann & Bosson, 2008) and relational 
(Bourriaud, 2002; Swann & Bosson, 2008) aspects of place and self play a part in the kind of work 
the artist makes, and how and where the art is presented. 
 
 
 
 
                                                
22 ‘Ground’ in this context refers to the prepared surface on which the painting as been painted. A ground of 
a painting on canvas usually includes a glue (rabbit skin glue for example), over which a primer is painted. 
This prevents the painting of the artwork seeping into the canvas or paper. 
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The relational, global aspects of place 
 
The sculpture just described, despite its “flaws,” proudly stood about one metre high depicting 
two hands holding a large pod shape. This pod was about twice the size of each hand. Henry 
explained the concept behind it:  
I often go back and revisit themes a lot, but this was – Oh you know, I was a bit depressed with 
the Iraq War, I was thinking of the Incas and all those lost civilisations and I was just trying to 
do the hands – sort of the re-birth – hope, sort of thing. 
 
The top shape looked like a seed and he informed me “it was a broad bean.” He explained: 
 
Yeah, I just sort of like all the female connotations with it, so it’s like a fertility sort of symbol 
– a gesture of hope or re-birth, reincarnation sort of thing – maybe we’ve got another chance 
[he laughs]. I like the hand, I sort of like incorporating figurative bits in just ’cause the hand 
has quite a lot of gestures. So you know you can carve a hand in quite a few different ways and 
it will give slightly different, you know, whether it’s presenting or holding or lifting up sort of, 
you know ’cause we use our hands in language all the time. 
I thought about how Henry works in response to the characteristics of each piece of timber 
while developing art that gathered his experiences and ideas from different parts of the world (wars, 
Iraq, totems, New Guinea, etc.).  
He had created studios and home spaces in his own style and from influences of the world to 
which he relates. From this home/studio space that he created, Henry reflected on the Iraq War and 
the female form (because females are victims of such wars and a symbol of re-birth). This was a 
nested place within the art world, filtering certain aspects of his lived experience through the artistic 
process of creating each artwork. 
His comment, “maybe we’ve got another chance,” is about hope contrasted against the 
potential world catastrophes that could have eventuated from the Iraq War. This example of Henry’s 
creative artistic practice and thinking was an example of how artists draw on multiple ideas to form a 
unique ensemble of ideas – synthesised as an essence statement or poetic sculptural form. It also 
shows how the solo artist does not work in isolation, but draws on society and culture.  
Henry transfers social, culture, or environmental observations through combinations of subject 
matter that encompass each sculpture or painting. Where other than art would you find references to 
a hand holding up a broad bean, references to the Iraq War, and symbolic imagery of hope, in one 
construction? 
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Searching for stuff 
 
In addition to working at home or on the farm around Melbourne, Henry has spent time in 
Indigenous communities in the north of Australia. He has also travelled to countries such as Italy, 
Japan, Spain, and Antarctica. Some of these experiences have included living in these locations for 
several months, whilst others have been brief visits. Of the places he has lived overseas, Henry’s 
time living in Spain has possibly had the greatest influence on his work.  
However, having recently returned to Spain and Italy for a holiday, Henry was surprised that 
he didn’t experience the deep connection that he had once had for Spain. He said, “You’re sort of 
really searching for stuff and none of it had any relevance to me – it was really weird.” He visited art 
galleries, but having already seen “all the masters,” seeing them again “was like water off a duck’s 
back.” He said with an exasperated tone, “I couldn’t connect.”  
Neither the art of the masters, nor the place that he visited, enabled Henry to connect. Instead, 
he found he connected more to people and places closer to home, for example “by going fishing with 
the Aboriginals.”  
 
Being in the Kimberley 
 
Henry had made several visits to the Kimberley region of Australia’s Northern Territory to 
teach carving within an indigenous community. Not being Indigenous himself, Henry also became a 
student, entrusted with the wisdom that the locals imparted to him. He explained that one thing he 
had learnt was that “you’re not supposed to touch someone’s hair.” Elaborating on this further, he 
explained:  
You know the idea of the Elder in Aboriginal things, I understand now. I have a lot of respect 
for Elders. Once upon a time, I didn’t understand that. Some of the blackfellas say, “You’re 
more blackfella than some of those blackfellas,” sort of thing. They take me out fishing and 
they say “You good.”  
 
Henry’s purpose of being in this community was to teach rather than to create art. Despite this, 
he noticed how “being” in these places and learning from the culture, community, and place seeped 
into his artistic practice. These visits had changed him and his notion of place as an Australian. Of 
the people in these Indigenous communities, Henry explained, “I pick up aspects of their own 
cultural beliefs and sort of, faith within their own society, their totems – not Christianity, but you 
know, they’ve got their own sort of beliefs and when I go up there they teach me about themselves.” 
  116 
He informed me these experiences were not copied but later conveyed “in a western style through 
my own art.” 
 
A language for an Australian artist 
 
Because of the places he visited in Australia, and his interest in Indigenous art and culture, a 
key project for Henry was to develop a “language for an artist” that was more genuinely Australian. 
He explained: “We can develop a lot of language and you know a lot of aspects of the land and 
culture into a language for an artist, that doesn’t exist.”  
This urge to explore and develop a unique Australian identity as an artist came from Henry 
noticing the continual domination of European art within “Australian” art. He exclaimed, “Our 
uniqueness is our Australian-ism” and “Australia hasn’t been expressed.” He believes that “we’ve 
sort of tried to paint in an international or European style.” Although he was moving away from 
European influences and learning from Indigenous ways, Henry stressed that this was not a 
superficial project, as he had “to have a personal relationship with what I’m doing.” He’d noticed 
“there’s always parts of you, parts of your identity. You reflect on things that come out through your 
art.” Thus Henry’s identity seemed to be (partially) shaped by his practice. 
His project of finding a unique Australian look and feel for his art was an ongoing project. 
“Right through” his “art practice,” he’d “tried to have an Australian slant on [his] work.” Henry 
stated that, “using the ochres and the Indian reds and stuff like my early works, are all about the 
Australian identity.”  
 
A hybrid language  
 
In addition to the developing Australian identity in his practice and style of work, Henry said 
“you develop your own language through your process, and a lot of artists I have looked at have 
developed their own language.” When asked what artists he was referring to, he explained: “Oh I 
suppose working on developing a language in your practice. The artists I admire are sort of like 
Philip Guston,23 Rover Thomas.”24 Of these artists, he was interested in how they’d all had “their 
own personal things they’d developed.” Highlighting their own personal style, he said, “You cannot 
say they’ve come from another person as such.” This view can be seen in Henry’s own style of art 
                                                
23 Phillip Guston was an American painter who painted in an expressive, surrealist style of his own 
(Brookeman, 2009). The work Henry seems influenced by is that later work that is painterly and often depicts 
parts of bodies of things assembled. 
24 Rover Thomas is an Indigenous Australian painter. He has a distinct style that draws on the painting styles 
known as western desert and east Kimberley (The Australian Art Print Network: 
http://www.aboriginalartprints.com.au/indigenous_artists_details.php?artist_id=127). 
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where he is “trying to express society through fairly minimum primal sort of motifs and it’s the 
reflection of feeling, climate change, the hopelessness of war – using symbols, drawing from tribal 
arts.” Motifs he used were “the shield or protective spirit masks” as these were his “major stays in 
[his] art practice” and used “to convey the meaning or feeling.” 
However, the artists who influenced Henry have in turn been influenced by places other than 
Australia and other cultures (i.e., Japanese). Henry talked about being influenced by cultures outside 
Australia, such as Papua New Guinea, Maori, and Japanese. Therefore, Henry’s seems to be a hybrid 
notion of language and style. In summary, Henry’s hybrid Australian art contains influences of some 
of Australia’s neighbouring cultures, along with his deep and meaningful connection to the land and 
cultures within Australia.  
 
Working the land 
 
On some visits to The Kimberley, Henry’s hosts went out bush “to have a clean up,” and 
Henry got invited to “go out bush with them.” In these situations, his connection to the place, people, 
and culture was focused on working with other males. Indigenous Australian cultures have “men’s 
business” and “women’s business” and, on some occasions, it is more culturally-appropriate to mix 
with those of one’s own gender. Henry elaborates: 
If they want wax or putty, ’cause I’ve used a chainsaw, I can fell trees and – anyone with 
practical skills is highly valued. You get a lot of respect and they say you’re coming with me, 
as they need a hand with something.  
 
Henry’s connection to communities (particularly men) and places is therefore tied to the 
currency of ability: The more able you are, the more respect you garner. The way in which Henry 
told me about these experiences showed that being with this Indigenous community and in nature 
invigorated him and taught him a lot. Throughout the interviews, Henry talked about his experience 
of these places and communicated that his time spent in them was “meaningful and valuable.” This 
was clearly because he engaged in country;25 embodied the places rather than experiencing them in a 
superficial or surface kind of way. 
 
 
 
                                                
25 The term “in country” is used by some Indigenous Australians to refer to going in and being in the 
particular place, community, and culture of each Indigenous country of Australia. Australian Indigenous maps 
show the many Indigenous countries of Australia. See http://www.indigenousinstyle.com.au/australian-
aboriginal-map/aus_map_covered_text_lined/ 
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Familiarity with “being on the land” 
 
Being on the land and in male company is something with which Henry is familiar, having 
grown up working the family farm with his brother and father.  
 
Shelley:  So where would you call home? 
 
Henry:  Probably where I grew up on the farm., I’ve invested a lot of time up there – 
planting and improving the place so you know I really do feel connected to it. You 
know all the layout of the land, where everything is - it’s quite large scale but I 
know small scale where everything is – weeds, ditches, so you know the whole 
layout of the land really, really intricately. It’s a bit like the Aboriginals, they know 
the layout of the land if you go out with them – basically when I go out with them I 
take them out and pay for the fuel and stuff like that so they take me out to their 
country and the reason they take me out to their country is that they haven’t seen it 
for six months so they go out there and tidy up and stuff like that. 
 
This excerpt indicates how experiences from childhood inform people’s place preferences as 
an adult (Bachelard, 1994). I feel connected to the western district of Victoria because of the 
volcanic aspect with which I am familiar from my home place in New Zealand. I also feel at home in 
the temperate rain forests of the Otways26 because I know how to “be” in cold, wet rainforests from 
my own upbringing in New Zealand. This familiarity with aspects of places in an environmental 
sense is why Henry seems to know how to “be” in the bush, both on his farm and in The Kimberley.  
 
Space, place, and time in artistic practice 
 
I recall my own days of studio practice. They were spent doing physical work, such as 
painting, or drawing, or stretching wooden frames with canvas, and preparing these with grounds to 
paint on later. There was also the physical work of cleaning up the studio, brushes, and pallets, or 
wrapping large paintings to travel to exhibitions. These work-intensive times were interspersed with 
an equal amount of time sitting and looking, thinking and contemplating my art. This contemplative 
time enabled original ideas to evolve and provided space and time to decide whether each work was 
resolved. Henry works differently because he works physically hard, with hammer, chisel, and 
hoists.  
                                                
26 The Otways are the Otway Ranges in south-western Victoria, Australia. 
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When he is at the farm, Henry says he feels “pushed,” because he is away from family 
commitments – not leaving much time to “contemplate.” In addition to managing two studios, being 
in each place and experiencing each place in a sensory way, more subtly informed his creative 
artistic practice and thinking. Henry said he did most of his “contemplation after work, and then at 
the end of the day has a schooner [of beer].” Then, “I’ll just look at the sculpture for an hour or two 
and just – ’cause I need time to sort of wind down – to look at them.”  
As mentioned earlier, Henry referred to this time at the end of his working day as his 
“dreamtime.” In light of his experiences with Indigenous communities it is worth exploring his own 
version of dreamtime. 
The definition of dreamtime is:  
Human, Animal, Bird and Fish are part of one vast unchanging network of relationships, which 
can be traced to the Great Spirit ancestors of the Dreamtime. The Dreamtime continues as the 
“Dreaming” in the spiritual lives of Aboriginal people today. The events of the ancient era of 
creation are enacted in ceremonies and danced in mime form. Song chant incessantly to the 
accompaniment of the didgeridoo or clap sticks relates the story of events of those early times 
and brings the power of the dreaming to bear of life today. (Australian Aboriginal Art and 
Cultural Development Centre, 2013, p. xiii) 
 
Although Henry’s notion of dreamtime is not what this definition suggests, he used the term to 
explain how he contemplated what he had created in his art, and what he needed to do next. During 
Henry’s dreamtime, he tended to “down” his chisel, then get “the chalk out and work out what [he’s] 
doing for the next stage as far as marking” onto the piece of timber. This is his process of working 
out “what needs to be cut out and sort of the feel that I want refining it.” There is a to-ing and fro-ing 
similar to the way Adele described her artistic practice, as a way of drawing on lived experience to 
express ideas and feelings in the artistic process, then contemplating what is manifesting visually. 
Although Henry didn’t talk about it as a kind of channelling or flow, this is my experience of what 
happens in the artistic process.  
 
Place and time 
 
Important considerations in researching place and artistic practice are time, space, and place. 
Massey (2005), Casey (1997), and Malpas (1999, 2006, 2008, 2010, 2012) express concern about the 
absence of time in discussions of space and place. Henry’s account of his artistic practice showed he 
spent time travelling, doing physical work, drawing, and contemplating. He moved in and out of 
different spaces (studios, parts of each studio, as well as in and around the sculpture). These changes 
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of activity, pace, and time, are important aspects of gathering experiences of place and identity into 
an artwork. 
This to-ing and fro-ing, from idea and feeling to visual and material manifestation of art, also 
needs to be considered with time. As Henry’s sculptures tend to take “about a week or two weeks” to 
create, he would “have one on the go at the farm studio as well as works on the go at [the suburban] 
studio.” Henry explained: 
It’s a lot of work. I’ll probably end up spending ten days solidly, and there are probably 
another three days to do the plinths, oiling, and waxing, and stuff like that. So it’s a two-week 
solid job at the end of the day – you don’t want to make too many mistakes – you want it to 
run smoothly, and, if it runs smoothly, it’s more enjoyable.  
 
In amongst the time pressures of getting each work developed and completed, Henry’s 
suggestion of having his dreamtime conjured up his need to stop and contemplate. Contemplation 
brings together elements of life, such as spiritual, cognitive, and sensory, and is an important part of 
artistic practice; it compliments and adds to the “doing” or craft dimension of artistic practice. It is as 
if Henry’s contemplation enabled embodied experiences to inform each artwork.  
 
The pyramid factor 
 
Still within the theme of time, Henry’s theory of life, and how this impacts on his artistic 
practice, is summarised in the following way: “When you’re young, you start off with a million ideas 
and then you work through them – there’s not many ideas left so you have to investigate the ideas 
you’ve got a lot more thoroughly.” Henry found this happens by working through the art process, 
“’cause you kind of skip over a lot of stuff in your earlier years.” Therefore, he “goes back and looks 
at a lot of [his] old work – working from the past.” He felt that as an older, more mature artist, he 
was no longer “flipping here and there with ideas anymore.” Compared to when he was a child, 
Henry is now “quite restrained.”  
Henry advised that his theory of life meant: “The way you interpret things, just because of the 
way you are educated yourself in a way – in the mediums you work in, hopefully your eye refines for 
the better.” He explained: “for me, I am refining the imagery all the time – it’s getting just down to 
the essentials pretty much – trying to say something with a very few words.”  
Henry called this theory of life, “the pyramid factor” in the context of his artistic practice and 
thinking. He added: “I think it’s just from being an art practitioner for a while – a sort of maturity. I 
think if you get to my age and you’ve got so many ideas you know, you’ll be all over the place – you 
wouldn’t have any focus.” This makes sense considering Henry’s artworks are quite minimal, and he 
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tends to work with a limited colour palette. He also uses a few media and repeats the same kind of 
imagery over and over again – he likes to “revisit themes.” Again, this related to how artistic practice 
is research and how research can be a kind of excavation that involves drilling down until meaning is 
precisely articulated, be it through an aesthetic that impacts the sense or a concept that stimulates the 
intellect. 
 
Henry’s history: An accumulation of things 
 
I asked Henry: “What has been the most powerful work or experience for you in exploring 
anything about identity or place?” Henry replied that: 
It’s an accumulation of things through childhood ’cause you know I’ve worked out in cattle 
stations – really remote cattle stations so they’ve all had an impacting part of my life, you 
know I’ve been in the country, seen bulldozers pulling all the scrub, all those different aspects 
you know – been up to the Kimberley, and over to Antarctica, even with the Aborigines – 
they’ve all been accumulative affects.  
 
Of those different experiences in different places, Henry explained: “I look at it as an 
education, trying to educate yourself, it’s all those experiences that keep accumulating – that add to 
your vocabulary with what you’re doing so you can draw on those things to put in – bring back to 
put into new works, past experiences – just it depends on what is happening at the time really.” Like 
Adele, I get a sense of an accumulation; a bundling and gathering of experiences that get deciphered 
and expressed in each artwork Henry creates. 
 
The here and there of being 
 
Bringing back 
 
Experiences of place and identity can be understood as the here of being and the there of being 
(Malpas, 2010). When Henry mentioned “bringing back,” he referred to his trips elsewhere, and the 
aspects of those experiences that he chose to bring back into his creative artistic practice. “Back” in 
this instance, refers to home-base places; where his two studios were or his here of being.  
Of one of his there experiences, Henry explained: 
  
If I’m going out camping or bush with the fellas I don’t do any [artwork]. It just depends on 
how busy I am up there. Like if I’ve got a bit of slack time on my hands I’ll go and do a bit of 
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fishing and walk around – I’m quite happy to do that. It just depends whether you’re able to 
relate to the situation you’re in ’cause a lot of time it takes quite a lot of time to sink in Like 
the landscape up there is really beautiful and everything, but for me coming from Melbourne 
it’s just really you know, hard to paint. I sort of get more of an idea going out on a boat going 
up through the rivers. It gives me a bit more sense of the lay of the land and ideas, rather than 
being stuck in one spot, ’cause you can only see so far in flat country.   
 
Henry’s comment “coming from Melbourne” indicates that he needs to be in a place and 
develop an affinity with it before he can paint it. As he said earlier, it has to be meaningful. As a 
visitor to other places, he does not have that strong connection to place. The flatness of the country 
also seems not to have inspired him to paint it in Western style. Many Indigenous paintings represent 
flat land from an aerial perspective, channelling ancestral wisdom of sacred sites, waterholes, the 
make-up of country, tracks, and so forth. 
Henry was selective about what he brought back and “put into new works.” He explained how 
he goes through his scrapbooks and drawings when contemplating or developing a new artwork and 
puts in what he wants “to express at the time.” It is therefore apparent that distance and different 
viewpoints of different places are important for Henry’s artistic practice.  
An example of this was when he showed me paintings in his studio and explained: 
 
These are the paintings I have been doing. They were just about [names three artists] dying. So 
I was just painting about what was going on in my head at the time so it was that idea of a bit 
of a landscape – a lot to do with how the Aboriginals – up in Arakaun, how they grieve – they 
lock up the country so it’s a landscape from up in the country in Cape York – a river scene. 
But I’m putting figures into it sort of thing so it’s still quite western as well - putting a cloud 
and looking to where the spirit is going. 
 
This painting alluded to the hybrid cultural insights mentioned earlier. The painting also 
depicted Henry’s experience of being in place and drawing on his other experiences of place in 
aesthetic, spiritual, and imaginative ways. When he said, “bringing back,” Henry also meant bringing 
back to his art, or using his art to gather experiences from there into the here. Whilst the tidy, 
organised, and equipped (e.g., materials, tools) qualities of his two studios were important to his 
practice, Henry’s fieldtrips were where he sourced much of his inspiration and ideas. His website 
and other promotional material indicate he had done a number of artist-residencies with other artists 
to remote islands and into Australia’s interior. These experiences culminated (which he explained as 
his pyramid effect), and the key experiences of these came together in each artwork. 
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The memory of place 
 
Henry says of his creative artistic practice, “a lot of it is experience, that becomes a memory.” 
Memory is embodied (Lakoff & Johnson, 1999; Merleau-Ponty, 2002) and Henry also seemed to be 
talking about embodied memory when he described his art as “a feeling about memory.” To explain 
this last phrase more, he said, “a feeling only lasts while you’re there. When the feeling’s gone the 
memory of that place is what you’re trying to capture – the memory of that feeling basically.”  
When writing about monuments of memory, Trigg (2012) notes there are individual memories 
of events, and more public, objective memories or records of events. Trigg (2012) explains a 
person’s “first person experience of a place,” “becomes constituted by the intersubjective character 
of that place” (p. 75). Intersubjectivity is more of a Husserlian phenomenological term to describe 
the intuitive feeling one gets from being in the presence of another being (or place in this instance). 
Curious about this aspect of his place experience in the context to his artistic practice, I asked Henry:  
 
Shelley:  I’m finding from narratives here in this research, that what we are talking about is 
memory, things of the past, so what we are talking about is a degree of memory. 
Then I’m thinking about the artistic process of painting. I mean, you’re 
challenging yourself to look at what’s emerging to look anew – that experiential 
process, which is what artistic process is. But there seems to be this thing about 
memory in there that is always happening – which leads me to wonder if art and 
place and artistic process are all about memory. What are your thoughts about 
that?  
 
 Henry replied, “A lot of it is experience that becomes a memory.” He reminded me that his art 
was “to do with icons and more about a feeling – so it’s that feeling about memory – ’cause a feeling 
only lasts while you’re there. When the feeling’s gone the memory of that place is what you’re trying 
to capture – the memory of that feeling basically.” 
Freeman’s (2010a) explanation of memory and events is that events get (partially) recalled 
from memory, because “memory deals only with what has actually happened with events once there, 
now gone” (p. 54). Freeman also explains that memory deals with “what didn’t happen and what 
couldn’t happen and what will never happen” (p. 54). This leads me to consider how imaginative 
thinking might determine the memories we have. London (2003) suggests that, whilst others may let 
their imaginative thoughts pass them by, artists do not, and therefore artists work with imagination. 
With reference to poetry (and I would suggest Henry’s art is poetic), Freeman (2010a) wrote that 
“poetry deals with what’s not there and there at the same time,” because poetry explores what is 
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often missing from our ordinary experience of things “by virtue of its being denied” (p. 55). This 
obviously involves imaginative thinking also. 
 
Artist as researcher/excavator 
 
Henry’s artistic practice and thinking show how he is an artist-researcher in the sense of being 
an excavator of sorts. Consistent with Freeman’s (2010a) comments, Henry was finding what was 
present but also what was absent from memory. The act of painting and sculpting (especially carving 
out of wood) is an act of excavation, as the artist scrapes back to reveal the composition. Clearing 
land, landscaping, pruning, and doing burn-offs essential for Australian landcare, is also a form of 
excavation in the arena of Henry landscape/farming work. Freeman says that the work of the poet is 
not so much about “giving meaning to experience as allowing it to emerge” (2010a, p. 55), and, 
through excavating, this artist also seems to allow things to emerge.  
 
Summary 
 
Theme: A national identity as an artist (Australian) 
 
From being in Henry’s home/studio/workspace, and hearing him talk about what this 
place is for him, I learnt that his identity is tied to this home and his childhood home on the 
farm. Henry did not reveal much else about how he came to be an artist through his 
education, aspirations as a child, encouragement of teachers, parents, and so on. 
However, he was the only artist of the five who spent regular time in his childhood place 
(the farm) as an artist – so perhaps because of this he did not feel the need to draw on 
these memories of place? He was still living in this place, and had been essential to its 
transformation into his studio/gallery. 
Henry’s home/studio places were nested within a larger more encompassing place 
with which he identified and explored (his version of Australia). Whether for work, or for his 
love of Indigenous ways and places, Henry went into “other” cultures, gained trust, lived in 
the community for a limited time, and returned to his home-base places. In doing so, he 
gathered ideas, drew on embodied memory, had emotional experiences, and learnt. 
Through his artistic practice, with the intention of showing work in galleries and sculpture 
parks, Henry developed a unique Australian kind of art, which was also his art style. This 
was described in the following interview excerpt: 
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I sort of use the landscape but not in a traditional way. Sort of – I use it more as a 
metaphor of [pointing around works hanging in his living room] a lot of these are 
table scapes, and you know I went up to the Kimberleys, tried to do some pictures 
up there, they didn’t work and then six months later they started to come out in my 
painting sort of thing – so yeah a lot of it is sort of it is through the subconscious and 
then trying to find a method to put paint on canvas to the feeling that you have of that 
environment so a lot of – generally painting is more the feeling than the landscape. 
 
Theme: Learning from Indigenous people 
 
Henry sounded the most animated in our interviews when he was talking about times 
spent with Australian Indigenous communities. He expressed excitement about these 
experiences, and comfort, despite not being Indigenous himself. As performative narrator 
(Bamberg, 2012; Mesner, 2013; Podsiadik, 2007; Riessman, 2008), Henry shared his 
experiences with me to inform me about what he had experienced and learnt.  
Henry’s artworks showed influences of times spent with cultures other than his own. 
He made sculpture and paintings about “aspects of primitivism in society” using “tribal 
motives to express that idea.” This interest in Indigenous cultures is something he and 
Adele had in common. It is my experience that this openess to exploring and learning from 
other cultures is something possessed by many artists. If artists are open enough to spend 
time and live in other places, then the place and identity of such places (e.g., cultures, 
natural environments) impacts and influences their life and practice, helps construct their 
identity (Bamberg, 2011, 2012; Bruner, 1985, 1986, 2001, 2004a; Giddens, 1991; 
McAdams, 1996, 2008; Podsiadlik, 2007), and develops new understandings of place to 
incorporate into the understandings of place they already have or embody.  
 
Theme: Connection to the land 
 
Henry’s enthusiasm for being in Australian Indigenous communities, and to explore 
cultures that are connected to land and nature, may be linked to his own connection to 
land, having grown up on a farm. Despite Henry not talking about how he came to be an 
artist, this connection to land was a clear link between his childhood and the kind of artist 
he has become. For instance, Henry uses strong earth colours in his paintings and carved 
wooden sculptures – on the land. This kind of connection to the land, along with his mission 
to develop a unique Australian identity and aesthetic can be understood as terroir.  
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Terroir is the connection to place that people develop through agriculture, culture, and 
history. Trubek (2008) explains the historic development of gastronomes27 in France, that, 
in turn, saw the development of taste-producers and taste-makers (p. 21). “In France, food 
and drink from a certain place are thought to possess unique tastes. More than words, 
terroir and gout du terroir are categories that frame perceptions and practices – a 
worldview, or should we say a foodview” (p. 18). Henry has, over the years, found his 
preferred places: his city-based home, his childhood farm, and the Indigenous communities 
into which he has been welcomed. Through his art, Henry develops a certain taste – not 
unlike a winemaker does from his land. For Unwin (2012), terroir extends to the connection 
to land through farming or other land-based work, and this is where Henry seems in tune 
with land, through his work and aesthetic focus. This draws on his past, the places where 
he has grown up, living the rural life on a farm, and being engaged in the practice of 
farming, as well as his exposure to art. Now enmeshed in the domain of art, and the field of 
art, Henry combines both practices and place-influences.  
Csikszentmihalyi (1996) suggests the power of experiences of place and identities in 
childhood, and how they come to inform a person’s domain, such as science, visual art, or 
music: 
The physicist Viktor Weisskopf describes with great emotion the sense of awe and 
wonder he felt when, as a young man he and a friend used to climb in the Austrian 
Alps. Many of the great physicists of his generation, like Max Planck, Werner 
Heisenberg and Hans Bethe, claim that what inspired them to try to understand the 
movement of atoms and stars was the exhilaration they felt at the sight of tall peaks 
and the night sky. (1996, p. 86) 
 
This suggests that sensory experiences of early places can end up inspiring a person 
to become a professional in a related field. There are, additionally, the multiple experiences 
of place that influence place/identity experiences for each person, such as being in different 
locales, sensory experiences, remembering, imagining, bodily felt experiences, and, in 
Henry’s case, a relationship to land. 
 
All themes, as a whole 
 
Henry’s art references aspects of the art world, as well as cultural, social, geographic, 
and environmental aspects of place. These aspects were predominantly in and of 
                                                
27 A gastronome is “someone dedicated to food” (Trubek, 2008, p. 21). 
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Australia. Places where Henry dwelt were nested in the larger, more encompassing, idea 
of Australia. He bundled (Schatzki, 2014) place experiences through embodied 
experiences, and, in doing so, confirmed and expressed specific bundles and his 
Australian identity as an artist through his art. 
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                          Chapter 6 
Cataloguing a life 
 
Jane and her studio 
 
 Jane is an artist in her early fifties, who lives in a western suburb of Melbourne, and rents a 
studio in an adjoining suburb. Her studio is a large room in an old factory, located beside a railway 
line. Jane also shares this building with other artists.  
* 
 Jane suggested we conduct the interviews in this studio, rather than her home, which is located 
in a separate suburb. I found the entrance to her studio through a heavy wooden door straight off the 
street. Inside, white-painted, brick walls that had become distressed during the hundred-odd year life 
of the building featured. At the start of our first meeting, Jane showed me around. We strolled past a 
small kitchen, and I noted how well organised it was, with its retro teasets, fake flowers, and other 
decorative elements. It was one of those kitchens that everyone shares, but being near Jane’s studio, 
she had taken charge, and made it homely and organised. Outside the kitchen I observed a communal 
table and chairs for all artists to use.  
 Jane explained that she shares this building with four artists. Through a gap that resembled an 
old lift shaft, I could see an artist in his studio on the next level. This reminded me of research that 
reports how artists prefer to share spaces with like-minded companions, but, having found their 
groups (a subculture), they tend to work on their own (see Bain, 2005). Belonging to a shared studio 
myself, I know this well – it is good to have the company, the common interest, and to share the rent, 
but it is important to respect each person’s intention for being there and engaging in their practice.  
Jane’s studio is loosely portioned off from the other artists with whom she shares the building. 
Within this zone, I noticed her studio spaces are assigned to specific artistic processes: one area is 
dedicated to making sculptural things, another is cleaner and more domestic looking – dedicated to 
working with fabrics and detailed textile work. Taking pride of place in the centre of this part of her 
studio is a large professional dressmaker’s table. Painted, printed, or textile-based artworks were 
propped up on ledges or hung on walls, displaying Jane’s diversity of technique, skill, and stylistic 
interests. Having had the tour, I had a sense of “Jane’s space” with respect to the boundaries between 
her studio and the shared communal spaces. This was a place with nested places, and loosely-defined 
spaces.  
Jane offered to make tea and directed me to the communal table. Seated, with a cosy-clad 
teapot and china cups, we commenced the interview. At times, we had to stop talking as a train sped 
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past alongside the studio. The building shook, reminding me of the impact of time-travel and space 
that create a place. Jane exclaimed like an excited child, “I love the trains!” 
 
A glimpse into Jane’s past  
 
 Several years before embarking on this PhD research, I had attended the opening of one of 
Jane’s solo exhibitions in the gallery of a historic homestead. This homestead stands in a suburb of 
Melbourne, twenty minutes drive from where Jane’s studio is located. Her artworks in this exhibition 
were two-dimensional and mixed media, and provided glimpses into personal, political, social, and 
cultural aspects of Jane’s life. The homestead where the exhibition was held had been particularly 
significant to this exhibition of her work, as it had at one stage been a “psychiatric rehabilitation 
facility.”  
I recall someone telling me, at the time of visiting this exhibition, that Jane had worked in 
institutions with people who had mental illnesses. I’d liked the artwork that was on display, as it had 
interesting layers of print and paint in a mixed media, collage style. A number of works referred to 
one particular person that she seemed to have known. I assumed from some of the works that 
featured this person that he had had a particularly difficult journey in life and was now deceased.  
 
Why Jane? 
 
 When I was thinking of inviting into this research project an artist who had lived and worked 
in the region of Melbourne and/or western Victoria, and was also a migrant, I thought of Jane. I was 
curious to learn about how her work might reference place and identity, given the glimpses that I’d 
observed from the exhibition in the homestead. My curiosity was fuelled by her very striking, 
flamboyant dress-style – the result of her designing and making her clothing and hats. She wore 
these stylised outfits daily, accompanied by bright red lipstick and a heavy line of black eyeliner 
above each eye. Her theatrical appearance hinted that something about her identity was being 
explored in this visual and theatrical way. The gypsy baroque quality of her clothing and appearance 
was reminiscent of 1930s Paris and expressed something about “other worldliness” in her place and 
identity. Having once dressed quite theatrically myself, as if I lived in another time and place, I got 
the sense that Jane was doing something similar. Keen to know more about her story, and to learn 
about Jane’s unique exploration of self and place through her artistic practice, I invited Jane to be an 
artist-participant.  
 
 
  130 
Jane’s journey 
 
 Jane explained how she was born in Croatia, and at the age of six migrated to Australia with 
her family. This explained the accent I had not been able to place. She and her family first settled in 
Mt Gambier28 in the 1960s. Jane recalled a trip to Melbourne, not long after they had settled in Mt 
Gambier, in which she, along with members of her family, visited St Kilda. This is a suburb of 
Melbourne in which many Eastern European people settled, and where their particular foods and 
culture are today evident in cafes and cake shops. Jane laughed while telling me that her mother felt 
so at home in St Kilda that she refused to go back to Mt Gambier, so her husband had to take the 
seven-hour journey back, pack up their belongings, and move the family to St Kilda to live.  
Since then, Jane has lived in other suburbs of Melbourne, travelled the world, and worked in 
the fields of social work (mostly within prison environments) and visual art/design. These 
experiences, as well as that of being a migrant, had amounted to shifts in identity that had for the 
most part come from unsettled experiences of being in or adjusting to foreign places (geographic, 
cultural, social, and national). 
 
Self portraiture 
 
Because of her experience in these different social, cultural, and professional places, Jane 
expressed a sense of isolation:  
 
I don’t know a lot of people ’cause, when I stopped doing my profession, the people who I was 
with were very upset, so they stopped seeing me and then when I went back [to university] and 
tried to do art school, I was a lot older than the students. So you know, they had their own peer 
group, so I have to rely on myself and go to formal classes [in art].  
 
Jane had attended art school as an adult student looking for a change in career after years of 
work as a social welfare officer in psychiatric facilities and prisons. Jane talked about some personal 
anxiety issues that affected her ability to socialise and regularly attend her art classes: 
Sometimes it’s hard for me to leave the house and I struggle with that so I have everything 
available inside my house in my little studio where I can just go – it’s hard to organise models 
and set up scenes. I don’t have a lot of money to do that – or just access a lot of people who 
can do it for me.  
 
                                                
28 Mt Gambier is a coastal town in South Australia, just over the western border of Victoria.  
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Because of this isolation factor, Jane is often the subject of her own work. Her friend 
photographed Jane in her costumes, and then Jane painted pictures from these photographs. This was 
an example of Jane being her own muse. Jane had studied feminist identity theory, and was aware of 
the issue of “the muse” in feminist art. Therefore, when she mentioned herself as muse in her work, I 
pointed out that it reminded me of the way Cindy Sherman puts herself in her work. Jane replied: 
She’s [Cindy Sherman] lucky she can use those – she’s a very good photographer and can set 
up the camera and use a timer and everything – she uses prosthetics and everything. But you 
see the same thing happened to Cindy Sherman, she was a recluse and she had agoraphobia for 
a long time and couldn’t leave her apartment. Her husband used to have to go to all the 
prosthetics shops and that’s how her first series was done apparently – because she couldn’t 
leave the apartment, so she used herself. 
 
The way in which Jane photographs and/or paints her costumed and theatrical self is one way 
in which her artworks could be said to be about her identity. Her use of self in her artwork reminds 
me how art is so often about the self, and how self-portraiture happens even without a mirror image 
of the artist in the work. Memories of Jane’s past, and aspects of what shaped her as a person (i.e., 
social, cultural, psychological, and political), informed her appearance and clothing, which was then 
translated into artworks. These were portraits of Jane that referenced personal self-views and social 
self-views (Swann & Bosson, 2008, p. 448).  
Jane was somewhat estranged from a community of people to whom she has been connected 
when she was a social worker. She had experienced a shift of identity when she left this field of 
work and became an artist. The self-back-then, became the “other.” Importantly, through being the 
subject matter in her own art (and also a work-of-art herself through her theatrical presentation and 
fashion wear), Jane selected certain aspects of her past (or this “other”) to take forward into her 
artworks (and practice as an artist). Her artistic practice could be described as playing with her 
different identities and gathering her places and identities in each artwork as a way of knowing self 
and place. 
 
Navigating new places   
 
 When Jane referred to her “past profession,” she was referring to her work as an outreach 
social worker in lock down29 facilities. She “worked in Pentridge,30 the remand centre, and the 
                                                
29 Prisons are designed to go into lock-down if emergencies arise. Jane seems to use this term to refer to the 
extreme part of lock-up facilities in which she worked that would go into lock-down. She also talks about how 
she would be on 24-hour stand-by to attend work if such a lock-down occurred. 
30 Pentridge is the name of a prison in Melbourne, Victoria, Australia. 
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women’s prison for a long time.” She mentioned that sometimes her work reflected those places 
because she had “spent so much time in them.” 
With reference to these and other places in which Jane lived or studied, I was interested to 
know what the most profound experience had been in learning about a sense of place or identity for 
her. She explained: 
When I worked with people who were in the wet cells in lock-down units and I used to draw 
with them, I found it quite amazing what type of work they could produce in very deprived 
situations – and how often the places they were in as children would be coming up in those 
situations, in their drawings. ’Cause that’s an experience you would never have normally if 
you didn’t work in that system – a regular person would never go into a lock-down unit and 
nothing can train you or prepare you for it. 
 
 This excerpt and other descriptions of her “working places,” “lived places,” and experiences of 
travel, show how Jane had experienced places that are on the edges of mainstream society. Through 
her experiences of being a migrant, and her profession requiring her to work in remand institutions, 
Jane had navigated places (hence playing a part in creating those places) that were different from 
life, as she had known it. The disturbance and unsettling experience of this lingered as a strong 
theme in her narrative. As she said, “nothing can train you or prepare you for it.” 
Such shifts required adjusting to changed environments, along with shifting identities. As one 
adjusts to different social or cultural places, interpretation of what is being communicated by the 
inhabitants of these “new places” is required. Moving into new places, in which English (as opposed 
to Jane’s Croatian) was the first language, was both a social and cultural shift. Likewise, 
communicating with people who were psychiatrically ill (when she entered the lock-up facilities) 
required a different way of communicating, in order to understand people’s realities, informed by 
their mental health states.  
 
Looking back and taking place with you 
 
 Jane’s story as an immigrant, as well as her story as a social worker in lock-up facilities, 
revealed habits of “returning back.” Having lived in different places, Jane catalogued her past, so as 
to keep certain memories alive, and take these forward with her. Jane re-visited her catalogued life as 
part of her artistic practice, with one of her descriptions of this being: 
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I’ve got old kilims, I’ve got an old doll since I was a baby and a few small things and 
whenever I move, they move with me. And I’ve photographed them, digitally manipulated 
them, I’ve painted them, I’ve reproduced them, I’ve made different versions of them. 
 
 She explained how she tended “to take my sense of place wherever I go and create a certain 
visual look.” Checking her meaning, I asked, “In your work or in the space?” Jane replied, “In the 
space, and then it comes out in the work, because I have the same objects with me that I’ve carried 
since I was a child and that were packed with me when I came here.” By “the same objects,” Jane 
was referring to the way she had collected, saved, stored, and labelled objects that represented her 
past times, places, experiences, and memories. These, like the kilims, show how Jane had spent time 
in different locations in the world, and had collected and labelled such mementoes according to the 
place where the experiences took place. She explained: 
I’ve done drawings about St Kilda – because I lived in St Kilda for a very long time, and I’ve 
got a lot of boxes of images and drawings from St Kilda. So I collate my own storage in boxes 
and in albums and visual diaries around places. 
 
Jane has carried her objects, as catalogued items in suitcases and boxes, since childhood, as a 
way of turning to childhood experiences as wellsprings of place and identity. Jane had, in effect, 
created what she referred to as “time-capsules.”  
 
Time-capsules  
 
 Time capsules encapsulate meanings of place, through the messages, images, and objects they 
encapsulate. A time capsule can represent the identity of the creator who has selected its contents. 
This is illustrated in Jane’s explanation:  
I have bundles from Chomley Street when I was in Prahran, then I have bundles from when I 
was in St Kilda, then I have a suitcase from Croatia, then I have a different box for Germany 
and then I have all my Maribyrnong and Footscray stuff.  
 
She explained, “In those boxes I’ve kept things like theatre programs, concert tickets, travel 
catalogues – everything that I thought was important at the time, I’ve kept.” In the second interview, 
Jane reflected on her habit of collecting, storing, and labelling these material mementoes, and 
realised the connection of this habit to her childhood practice of stamp collecting. She stated, “I kept 
little scrapbooks, so I’m used to putting things away.”  
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Collectors, librarians, and curators sort, label, and conserve material items and knowledge. 
Processing her places and identity in this way, could also be understood as a life that has been spent 
cataloguing, labelling, and conserving memories that represent times and places. I understand Jane’s 
explanation of her time capsules as a life spent cataloguing, as well as a catalogue of a life. Of 
interest to the current research is how she incorporated a life spent cataloguing with being a visual 
artist. The catalogue of Jane’s life would be found in the stored and labelled mementoes, in her 
studio space and home, where these and her artworks are stored and displayed, as well as in her 
costumes and other artefacts. In this sense, Jane’s current spaces and places could be interpreted as 
containing the catalogue of her life. Analysing a person’s catalogue of life would reveal his/her 
identities. 
 
Telling your story properly 
 
“For the last, maybe ten years,” Jane used a range of media through “focusing on drawing and 
transferring different drawings onto different mediums like silk screens and then expanding them 
that way.” Having good skill and technique was very important to Jane and she continued to attend 
part-time classes to be around like-minded people (with whom she also develops exhibitions), and to 
learn new media and techniques. Showing her talents for art criticism, Jane stated: “There’s a lot of 
rubbish – I go to a lot of shows and there’s some very, very bad technique out there.” 
In addition to reading in the library and writing, Jane explained how she used the bundles and 
boxes that she had collected as part of her artistic practice and research: 
I’ve used them in screen prints because I’ve collaged them, photocopied them, and then printed 
on cloths in different mediums from it. And so now I’ve got a collection of things from places 
that don’t exist because after the war in my country, a lot of the letterheads and place names 
are irrelevant now because the countries have changed …. I’ve still got all my identity papers 
which make me not exist. Now I have to go to immigration and get all this stuff re-done. 
 
Another way in which Jane used her bundles and boxes was to incorporate the contents into “a 
project on a particular theme.” Jane explained how, on such occasions, it might actually “take me 
two years to explore everything.” The next step would then involve her looking “through my bundles 
and my papers and my books, I might have to research, so then I go to the library and I might look 
things up that have been triggered by the boxes.”  
In conjunction with her use of different media and techniques, Jane revisited and re-used 
images, symbols, events, and experiences in her creative artistic practice. She had “been making 
some costumed figures on a small scale – about 10 inches that are wearing costumes.” This work had 
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“started with the cloth dolls” and from this she had started to “expand” on her idea. This had led to 
her “trying to make sculptural forms with a combination of mediums.” She had realised through her 
artistic practice and thinking, that “sometimes you can’t rely on 2D. You need 3D as well, and you 
need to have a few different skills to tell the story properly.” 
Becker (2008) notes, “Many arts have a lengthy tradition of formalisation, in which they 
stylise the materials they use, divorcing them from the things people do and the objects they make in 
real life” (p. 49). Related to this was Jane’s comment that her artistic practice was a way “to tell the 
story properly.” By this she meant using proper skills and media to re-present aspects of life that she 
wished to express or communicate. Jane described an account of her artistic practice that showed this 
“proper” aspect:  
What happens is I do research first, and I gather up all the photos and things directly to do with 
the event. Say it is on refugees, then I’ll do a big search on refugees, get the primary images, 
then I’ll pick a personal story that I relate to or that’s come from my own family – then I work 
these images into drawings, then I understand political decisions that relate to individual 
people and then I am able to – ’cause I’ve researched it for so long, I’m able to communicate 
this with the public so it creates a dialogue and that’s the whole purpose, I think. Art is not just 
decorative, it can be something to communicate a situation, predict a situation, or document – 
like Goya – you know how Goya did all those war graphic drawings and prints? And then 
when people saw them they felt more that they could understand how horrible war was – so 
that’s the place of artists as well – not just sell work but to make a social contribution. 
 
Jane as researcher, cataloguer, and artist 
 
Today, Jane is a full-time artist drawing on her past places through researching her life. In 
addition to Jane’s cataloguing (which is a kind of data collection and analysis), Jane has studied at 
two universities where she:  
Read a lot of theory in the eighties, so in the eighties there was a lot of information about 
identity politics. There was queer theory, there was postcolonial discourses – the writers of the 
diaspora like Omi Baba and then there was bell hooks – and all the women of colour from the 
states – so they were saying we have to consider the marginalised and the dispossessed in any 
construction of identity, because the way that people are treated on the margins of society is a 
certain construct, and the way we are constructed is important to deconstruct. 
 
Jane’s university study “influenced” her work as an artist as it provided theoretical lenses “to 
look at the society I live in.” This academic work alerted her to “who is living on the margins, who 
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has power, and who hasn’t.” Jane identified some of these things through her artistic practice. As she 
stated, “in some ways my identity is political.” 
* 
Jane’s artistic practice had become a form of research: 
 
I often keep lists of books that I love, in the back of my diary notes, so I’ll have to go back to 
those books if I don’t own them. That’s how I build up a lot of my work – I tend to do a lot of 
research in libraries. Some artists are more intuitive but I’ll do my intuitive drawings, then I’ll 
do research. 
 
Jane researched through reading, writing, sorting, storing, and labelling the “time capsules” 
and creating art from this information. 
 
Visual art: “A mish-mash of different places” 
 
 Jane communicated her awareness of place in her artistic practice with regard to having spent 
time working in lock-up facilities. She explained how she had “done a theme for a few years” in her 
art “that was about H-Division.” This, she said “was about an area in Melbourne where there was a 
jail and the surrounding [protective] housing units.” She was alluding to the exhibition of her work 
that I had seen earlier at the Bundoora Homestead Gallery. 
The artworks that Jane chose to show me in the second interview were “of imaginary scenes 
containing images sourced from real life,” but also memories and meaningful images from her past, 
such as “Russian churches.” She combined these different images together and commented: “I don’t 
know why I do it, but I tend to reproduce that type of landscape that’s a mish-mash of different 
places that I’ve lived.”  
Of importance in understanding these mish-mashed places is Jane’s description of these places 
as imaginary but “real spaces,” “very internal,” and “surreal.” She explained: 
 
When I’ve written my artist statements, I’ve often mentioned the country I have in mind or the 
landscape I have in mind, and usually my place is a fusion of a few geographical locations, but 
my landscapes are very internal. So they’re like surrealist landscapes, they’re collages. 
Because I’ve lived in different countries, and, when I’ve lived in Australia I’ve moved quite 
often, so I tend to take my sense of place wherever I go and create a certain visual look. Place 
is an internal construction.  
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Jane’s explanation about her artwork could also be about my mine. Like Jane, I create my own 
landscapes that are internal and informed by many different geographical locations. By creating 
imaginary or surreal scenes as internal landscapes, artists could be understood as engaging in “phase 
space” (DeLanda, 2011), because they are transitioning from “actual space” to “real space.”  
 
Place: “Fusing different images” 
 
Investigating the actual place that Jane referenced in her work revealed that her art was a 
fusion of different images of places she has experienced or has knowledge about. Some works (such 
as the Russian church images) did not necessarily draw on her “time capsules.” She explained:  
I put in Russian churches, Russian style buildings – like stereotypical with the domes, to put 
them in a place. So the landscape is located in a place but it’s a mythical place because in some 
of them I’ve superimposed imaginary natural landscapes and then prison settings so that’s 
about people who come from other cultures and then come to Australia and try to blend in. 
Sometimes it doesn’t work out well and they end up in custodial settings because of their 
language barriers, so that’s what I’m trying to highlight; how different cultures impact on 
individuals and that it’s hard for people to adjust to certain landscapes because their place is 
often still the place they left. So it’s a big shift for them to be Australian so I’ve fused different 
images in to make a series. 
 
Jane seems to be combining multiple places to show how, for migrants, “their place is often 
still the place they left.” I think this multiple place reference is an important reminder that the 
migrant experience involves being displaced or unsettled, and that a way to cope with this is to carry 
aspects of past place experiences on one’s life journey. Embodied memories of places have this 
effect, and Jane is trying to communicate in her works “how different cultures impact on 
individuals,” when they move from one cultural place to another. As an artist, she is representing her 
own and “other migrant’s experiences.”  
 
Internal constructions of place 
 
In addition to data from suburbs or countries in which Jane had lived, she had “fused some of 
the images” that she had collected from her “own clients” (from the lock-up facilities). She’d spent a 
bit of time in the lock-up facilities and done “a lot of drawing in those places.” It was perhaps not 
surprising that her work reflected “those places” through her own internal constructions, as well as 
internal constructions of her clients.  
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These “fused” representations of people’s places and identities were different to Jane’s Russian 
church works, which captured the multiple places of migrants. However, what these works had in 
common was her desire to include the perspectives of her clients or migrants. Jane was a voice for 
other people: 
I often try to put my story in with other people’s stories, ’cause I think you have to be 
integrated into the social context, you can’t – well in my view – your work is not isolated from 
what is going on in relationships of power and society – and it’s not just decorative. I try to 
make a comment. 
 
A political identity  
 
 Jane said her artistic practice came from looking “at the society I live in, who is living on the 
margins, who has power, and who hasn’t.” From such observations, and in conjunction with theory 
she read and other research she did, Jane explored the implications of some of these social and 
political points. She also told me she recognises that her “identity is political.”  
At one stage in the interviews, Jane expressed her strong views about the Labour Party’s lack 
of support for education and mental health. One comment she made showed how she came from a 
very political family: “A lot of people in my family have been members of the Labour Party. My 
brother is still a member; he’s a CFMEU official.”  
Jane’s engagement with society, culture and politics, gets filtered through her artistic practice. 
Jane drew on the knowledge from her personal life, and her past professional role as a social worker. 
She did not just live as a solo artist separated from the world, but as a citizen connected to her 
society, and informed about politics and power structures. Her artistic practice was, in this sense, 
therapeutic, but also a way in which she worked things out to make sense of her social, political, and 
cultural contexts.  
* 
Inspired by Goya, Jane believes “the place of artists” is to “not just sell work but to make a 
social contribution.” Even though the topics might be of other people or other groups, her personal 
interest and experience is evident in her “insiders” knowledge and sympathy for “the other” – 
although this “other” is with whom she identified and sympathised. An example of this is when Jane 
explained how she’d done:  
a big show on the Roma in Europe, and gypsy persecution, because of all the business that was 
going on with the refugees – and the terrible border issues for the people who were 
dispossessed. Then I did a show about prisoners because I worry about mentally ill people and 
what happens to them.  
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She summarised her artistic practice and identity as:  
Most of my work is about what is happening around me and in the newspapers, politically, or 
things that I see myself, or have experienced in the work place, or to do with my family, 
migration – things that are big life events.  
 
This is what I think 
 
Another dimension to Jane’s artistic practice, place, and identity is her insight into 
psychoanalysis, which has come from reading, studying, and engaging in meaningful and therapeutic 
artistic practice. Jane also explained how she conjured things up through techniques learnt in her 
own therapy sessions: 
I started reading on my own, as a young woman – a lot of theory about psychoanalysis and 
different writers who wrote about artists like Otto Rank and Freud. Then when I started having 
analysis myself – which in the beginning was Freudian analysis – then I spent over a year with 
a lady [names the therapist and the place] and we did dream therapy workshops.  
 
Jane went on to explain how she “used to do active imagination exercises with her and she [the 
therapist] asked me to draw them, and then she made me aware – because I wasn’t so aware – of 
symbols.” This experience led to Jane’s interest in reading Man and his Symbols by Carl Jung. Jane 
elaborated: 
So I had started reading as a teenager when I was sixteen/seventeen. Then when I went to 
university in Melbourne, I started to have my own ideas and wanted to explore them. So I’ve 
had – and I’ve been lucky – I’ve done a few workshops when I worked with some clinicians 
who were art therapists as well, and they helped me with my clients, so because I’ve been 
aware of that literature and met some [interruption as a train goes past]. Yeah, so I try to do a 
formal analysis as well as doing my artwork. And also, sometimes when you’re studying social 
work, and you work with disturbed people, they ask that you undergo your own analysis – it 
helps in your interactions. 
 
Interactions with others were clearly important for Jane. Whilst she described herself as being 
somewhat of a recluse some days, she engaged with society and culture in her artistic ways.  From 
her place in the world, she had a particular vantage (understanding) of those in the margins or 
outside – as she had once been, and possibly sometimes continues to feel. 
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Childhood places 
 
I raise the point Jane made about how Jung “talks about the collective memory and the 
memory of all your ancestors that go into your genetics.” Reflecting on her ancestral place of Croatia 
remembered from her childhood days, she explained:  
If you have a powerful experience as a child – say if you migrate from a country, your 
landscape is always that landscape of your childhood. So, when I look at the world now, I still 
see that landscape I saw when I was four. The forest is always compared to the forest of my 
childhood and they’re never as good. Even if they’re really beautiful, in my mind they’re never 
as good. And the house I had in my childhood is tiny but in my mind it was huge and when 
I’ve gone back to my country, I have been surprised at how the house doesn’t really look like 
the house in my memory, but I am always gravitating towards things that look like that first 
house I lived in, so I think memories from things you have as a child constantly come up to 
filter your new vision. 
 
Not wanting to bracket out my own experiences and interpretations as a Husserlian-inspired 
phenomenologist might, I shared with Jane the theories (particularly those of Csikszentmihalyi, 
1996, and Chang, 2008) that childhood role models influence adult professional identities. I pointed 
out how I had found this in a roundabout way through my own autoethnography. Drawing on the 
experiences that may have led to Jane becoming an artist, she reported:  
When I was a little girl, very small, I didn’t have any children to play with. But when children 
did come to my house they were often a bit older – going to school, and they used to have 
satchels with books and they used to pull these satchels out and draw, and things like that. 
From a tiny age, I was intrigued to learn to do what they were doing. You know how kids draw 
soldiers or they draw cows and you know – entertain each other with the drawing. I was 
influenced by the older children in my family, so I always tried to be around situations or 
people that I could learn from. I think it was because in my age group, when I was growing up 
in my country, I was the youngest. And most of the people were ten years older than I. 
 
Recalling her early years at school, Jane told me: 
 
When I got to school, I hated school, and I hated all my subjects, but every now and again I got 
a good art teacher. And often I got terrible marks for conduct. We used to have two rows, one 
for attitude and conduct and one for achievement. Attitude and conduct I used to get Ds and 
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achievement I would get As, because I was smart but I was naughty. But for my Art, I would 
get double A. 
 
From this conversation, it seems clear that Jane’s identity as an artist was partially derived 
from these early experiences of art; positive experiences, in and out of school. This was further 
reinforced when she explained: 
My art teachers were usually the ones who were the most understanding – they weren’t so 
regimented ’cause I went to school in the day when you had to memorise. I don’t know if you 
had to do that but we had to do a lot of memorising – a lot of grammar, um, ‘cause I went to a 
Roman Catholic private girls’ school, and they were really, like, awful places [said in a lower 
tone for emphasis]. 
 
 I think it could be said that art was a kind of refuge in Jane’s childhood, and then again in 
adulthood, as she experienced other professions, social groups, and, therefore, identities and places. 
Jane has revoked these and moved into the refuge of art, where she can explore the many elements of 
her own self and places. She does this for others by being a voice for them.  
 
Drawing – A way of understanding things 
 
Jane mused over the possible reasons for creating her kind of artwork: 
 
If you’ve grown up in a certain school system, and a certain family, that will influence how 
you create the work, because in a lot of ways I was brought up very conventionally. So when I 
do a work I have to do a lot of research – do a lot of gathering, I have to do a lot of sorting 
through materials and stuff in storage for a long time. I have boxes with different years under 
“houses where I’ve lived” or “areas where I’ve lived,” so then I’ll go through that. Other 
people might work more intuitively and more organically than I tend to. I don’t know what 
motivates me towards a certain theme, I think it’s usually something that I’m not 
understanding – where I’ve got a block – so I’ve got a block to a certain aspect of my life and 
it’s bugging me – so that’s when I have to get down to it and when I start the drawings. 
 
It is those things that Jane does not quite understand (or that are “bugging” her) that are a main 
driver for her investigation through artistic practice. 
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Jane’s identity 
 
Identity theories show how individuals can develop identities at a personal or psychological 
level (Giddens, 1991; McAdams, 1996, 2008; Robins et al., 2008; Sarbin, 1986; Swann & Bosson, 
2008), but also socially (McAdams, 1996, 2008; Robins et al., 2008; Swann & Bosson, 2008). Each 
person can also develop his/her identity through engaging with place or environments (Canter, 1977; 
Malpas, 1999, 2006; Prohansky, 1978). People’s role identities (Goffman, 1959/1990; Tomkins, 
1987) emerge out of the reflexive process of developing their own identity. The clothes people wear 
are chosen because they are picking up social cues that these clothes are “cool” or “chic,” 
“fashionable,” “grungy,” “surfy,” and so on. Identities are also shaped by people being aware of how 
others perceived them. Social and cultural influences affect clothing and appearance and in turn 
inform a person’s “role identity” (Goffman, 1959/1990; Gullestad, 1996; Jackson, 2010; Swartz, 
1997; Tomkins, 1987).  
In addition to the theatrical costumes that Jane creates and wears, Jane communicated how her 
art making is a way in which she comes to understand her self, her role as an artist and her past role 
as social worker: 
Probably I do the drawings to understand what has occurred ’cause sometimes when you’re 
living through something you don’t understand it fully and you have to reflect on it, and 
drawing a repeated image over and over again, or working on a body of work for two years – 
which is how I tend to work – makes me understand things. 
 
Understanding is obviously important to Jane, given that as an artist she is in a reflexive 
project (Giddens, 1991) of developing a self that has a number of role identities: social worker, 
student, political and social commentator, artist, and migrant. Whilst a self can be said to be relative 
to one’s surroundings, habitus, or place, it can be constructed or formed in ways that explore a 
person’s role in context to counter-roles (Jackson, 2010). This is a process of “identity verification” 
(Jackson, 2010, p. 249), as it requires a person to work out his/her role, despite others potentially 
challenging him/her about this role, and s/he having to be clear about which roles will be taken on 
and which ones abandoned. Referring back to the issue of self-portraiture, Jane’s reflexive project 
seemed to culminate in Jane’s work as a kind of self-portraiture that did not always include images 
of her-self, but that was clarifying her current role as artist, and distancing herself from her past role 
as social worker. 
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Summary 
 
 The four themes that came from Jane’s narrative were: catalogued items from her 
past that were stored and labelled according to place names; drawing on cultural and social 
environments to create art; a theatrically-costumed self and imagined places in art; 
unsettled places; and a foreigner in foreign places.  
 
Theme: Catalogued items from her past that were stored and labelled according to 
place names 
 
 Jane’s habit of collecting and cataloguing mementoes from places came from a 
childhood of moving, and living in different places, which required her to pack treasured and 
essential items and move on. She also linked this habit to her childhood hobby of stamp 
collecting. The two are interrelated in the way she collects, preserves, conserves, and so 
on.  
 The fact that these mementoes were stored and labelled according to place names, 
shows how defining these place experiences were. 
 
Theme: Drawing on cultural and social environments to create art 
 
Jane’s concept of place was shaped by the sensory experiences and memory of her 
experiences of being in place, but also by her intellectual knowledge about politics, 
injustices, human rights, and her professional skills as a social worker. Her experiences 
from this field of practice (social work) informed her artistic practice, as she referred to this 
and made artworks out of her past experiences in that field, while being in the field of art. 
Referring to these multiple places or fields in her art, show how fields as places can cross 
over, as do professional and personal identities. 
Jane drew on multiple sources to create her art, including different cultural and social 
environments of university, prison, Croatia (her country of origin), as well as the various 
cultures of a metropolis, such as Melbourne, in which she lives. Jane drew on feelings and 
ideas about what she had collected (time capsules), as well as other childhood 
experiences, including that of being a migrant (a past spent adapting to changing places).  
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Theme: A theatrically-costumed self and imagined places in art 
 
Jane’s habit of creating, and dressing in, her costumes, and then creating art that 
explored imaginary places or photographs of her costumed self, caused me to ponder what 
“actual space” and “real space” (DeLanda, 2011) were for Jane. Could it be that creative 
people, such as Jane, who demonstrate an “other-worldliness” in appearance and outlook, 
hover between “actual space” and “real space”? Do we find these imaginary spaces of our 
own because we are disillusioned with “actual space” (i.e., the real world of day-to-day 
living, television, shopping, etc.) and seek to create an alternative place?  
 
Theme: Unsettled places 
 
Jane spoke about her family’s migration journey, from Croatia to Australia, as well as 
her work experiences in prison environments, as being unsettling. Catalogued items from 
her past, stored and labelled according to place names, had created connections with 
places in Jane’s life. Observing her organised and homely studio, I got the sense that Jane 
spends quite a bit of time putting things in their places, and creating sanctuaries, in the form 
of her studio and home, so that she no longer lives in an unsettled way.  
 
Theme: A foreigner in foreign places  
 
Jane’s habit of experiencing foreign places, both in her work place and migrant 
experiences, meant that she had been a foreigner in a foreign place. This theme was about 
marginality to places, and collective, national identities as migrant, and as navigator of 
different professional role identities. 
 
All themes, as a whole 
 
I did not get a sense of a larger, encompassing place for Jane. Instead, I interpreted 
many different places with which she identified. She often referred to marginalised positions 
in these places, as her identity to each of these places shifted. Sometimes, through her 
artistic practice, it was as if she was back in past places: In Croatia looking at a Russian 
style church, or back in the lock-down facility where she once worked. Her artistic practice 
was a way for her to wander back into these past places, using her imagination, and piece 
together memories and various identities with these places. Through her art and her 
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theatrical clothing and make-up, Jane kind of stitched together her identities with her Places 
and expressed herself.  
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Chapter 7 
Turning Images into Something Else 
 
So different, so exciting 
 
 Luigi is an artist based in Melbourne. As a child he had migrated to Mildura, from Italy, with 
his family. Mildura is a country town 475 kilometres north of Melbourne in a district known as 
Victoria’s “food basket.” It is situated on the Murray River that runs from northern Victoria into 
South Australia. This is a district that includes farming of sheep, tobacco, wheat, and citrus orchards.  
Luigi told me he regarded himself “as a kind of foreigner in a way, because my parents were 
migrants and I grew up in an isolated farm full of Italians.” His “parents were share farmers in 
tobacco,” and his father “and people he did business with” were “non-English.” Luigi is “fluent in 
Italian.” 
At age nineteen, Luigi moved to Melbourne and saw Melbourne as “foreign, so different – so 
exciting.” It was in Melbourne that he studied visual art at university. He ended up buying a house in 
central Melbourne where he currently lives with his wife. He also owns a studio that is located a few 
streets away from his home. Now a man in his fifties, who has lived in Melbourne most of his life, 
Luigi explained his main place: 
I still get really excited walking into the city from my house. I go different ways into 
Melbourne – take different lanes and I like the fact that there is different layers – like if you go 
later in the day, shops close and nightclubs start opening up – there’s different levels of 
energies – I never get bored.  
 
Luigi knows Melbourne from different perspectives through these walks, but also through his 
artistic practice. Embodying the identity of an artist, whenever Luigi walks, sits, observes, draws, 
and paints Melbourne (as well as other places) he engages in research of this place. This is arts 
practice-based research (Barrett, 2013; Bolt, 2011, 2013; Cole & Knowles, 2008; Sullivan, 2005) 
that draws together aspects of place and identity in conjunction with the materials, techniques, style, 
and traditions that encompass his practice. His relationship to Melbourne is one of living in and with 
place (Ingold, 2013a, 2013b).  
I have captured the way Luigi engages in artistic practice in Melbourne in the following story. 
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 The Melbourne painter 
	  
Luigi is working in his studio. He looks out the window to a motley collection of office blocks 
and shops in North Melbourne. The odd trendy apartment block has cropped up amongst the 
older buildings.   
Here, in his “inner city studio,” is where Luigi usually works. On this occasion he is working 
on paintings that draw on his observations of Melbourne and his memories, knowledge, 
feelings, and observations. Outside the window, he can see “a whole painting.” He looks into 
an apartment and sees people watching television. Other people stand in the street chatting or 
waiting for others.   
Focusing on the interior of one apartment, he notices a man trying to talk to a woman, who is 
in turn on the phone talking to someone else. Luigi thinks about how we occupy spaces and 
places in the city with others, yet can be very alone.  
 	  
The office paintings 
 
 Many of Luigi’s paintings are of intimate and personal cityscapes. Some are office themed 
paintings with one depicting an office worker in his office, sitting on a chair contained in a glass 
cube. Luigi explained, “it’s like a room with a panopticon.”31 He had learnt of Foucault’s theory 
about panopticons years before, when he’d started his master’s degree in fine arts and was 
encouraged to “arrive at some theory.” This theory had inspired Henry to place the office worker at 
his desk in a transparent cube to emphasise how he is imprisoned but also surveyed from all angles.  
Luigi described this painting as “a kind of self-portrait.” I found this to be an interesting 
interpretation, given that he had created this painting from his observations while looking out from 
his studio. A twist to this relationship – Luigi the artist in his studio, and the images outside this 
space – was that his intention in making this painting of the office worker in the glass cube was “to 
look into someone in their room, looking out.” This can be understood as a metaphor for his own 
experience as an artist, creating a portion of his paintings based on the view from his studio window.  
Foucault’s (1977) idea of a panopticon is that it is a bounded region governed by guards who 
survey the perimeters. Spending much of his time observing office buildings, and being able to look 
inside rooms of others, is a unique perspective of place and spaces. Luigi is inside the bounded 
region that is Melbourne, where he surveys Melbourne as an artist. It is a perception of urban places 
                                                
31 A panopticon is a building, designed by Jeremy Bentham so that watchmen could guard the boundaries of 
buildings. The philosopher and theorist Michel Foucault used the panopticon metaphor in describing and 
critiquing places such as factories, schools, and prisons that had defined boundaries and were organised by 
certain rules and hierarchical social structures. Retrieved from http://www.michel-foucault.com/concepts/ 
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that architects and town planners hopefully think about when they design buildings that enable 
office workers to experience the interior and exterior spaces of their work environments, and the 
boundaries or lack thereof between such spaces. In this sense, Luigi’s unique experience of place, 
depicted through his “office paintings” provides an interesting insight into his interest in spaces that 
are part of a place. 
In addition to “the office worker in the glass-tube painting,” Luigi’s showed me another 
painting of office workers working separately at their desks. Each desk was spaced away from the 
others. Noticing this, I remarked, “It’s interesting how they are all separate yet share the same 
space.” Luigi says, “Well, yeah, this is about how we want to connect, with email, but we’re not. 
You have this vast space but everyone has his or her own desk.” Luigi was not only observing the 
spaces, but how people create these spaces and move within them. His observations as an artist 
provide insight into his version of Melbourne. 
 
Patterns are ways of connecting things 
 
Luigi claimed that he “always liked patterns.” Whilst leafing through a book about himself and 
his art, he pointed out a few different paintings that featured people or objects (desks and chairs, or 
crockery on tables) that were strategically placed in spaces as patterns. He explained, “Patterns are 
ways of connecting things.”  
Pattern and other design elements are ways in which elements of place, and other subject 
matter, can be composed as paintings, and, at the same time, be metaphoric of one’s own gathered 
place and self. Therefore it is not surprising to learn that a number of Luigi’s paintings include 
portraits of himself. Luigi is in his paintings because they are so much about his perceptions of his 
place. An example of Luigi and pattern co-existing in a painting was that developed by Luigi from 
research conducted on the theme of Melbourne’s Crown Casino.  
 
The casino painting 
 
 Crown Casino in Melbourne was built in 1997. Luigi pieced a painting together that depicted a 
large gambling room of slot machines (pokies). He explained that this painting was composed over 
time, “like a jigsaw puzzle.” The placement of rows of pokie machines, and strategically-placed 
people, mapped out networks of patterns that emphasised the deep perspective of a vast room. The 
figures and machines were separate from each other, in order to emphasise each person’s attachment 
to his/her pokie machine. The room was occupied with large people sitting at tables in the 
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foreground and tiny people at the top of picture in the background space to emphasise the 
perspective and space within the picture. 
 
Luigi explained the process of painting this artwork:  
 
This is a painting that took a long time – you know, not the painting itself but going there, 
doing all the drawings and piecing it together. These machines are made up [referring to the 
pokie machines in the painting]. I did not think I could draw the handles and all that – it would 
get too complicated here [referring to the foreground of the picture where there is more detail]. 
I came in on a few people [meaning he provided detailed “portraits”] and this woman here is a 
friend of mine, she came and posed for me at the studio. I built it all up like a jigsaw. So, she 
posed, and [pointing to another person in the painting] this guy was an early renaissance 
portrait that I like that I just copied. Some of these figures are made up – when I make them up 
they tend to be more cartoon-esque, but to get more realism I need to get a person posing.  
 
Luigi’s paintings weren’t executed in a realistic style, but, importantly for the artist, they 
represented the actual places on which they were based, and the people he observed. His Crown 
Casino painting was not just a painting of the casino, but also a painting of people whose lives had 
been affected by this place. Henry observed, “It is a sad place,” and “a big place of alienation.” 
Owning this sentiment, Luigi stated, “This is my version of the Crown Casino.” He pointed out 
unique features of his “version,” such as how “the figures are dark because the lights take over.” 
He’d “thought it was an interesting thing to do.” His “placement of light and shadow” endorsed what 
he was trying to capture and communicate in his painting about his interpretation of this place.  
Along with strategic placement of lights, and therefore shadowy shapes, I was struck by the 
complex architectural structure and perspective of the painting, and pointed out how he’d depicted 
the architecture of the space so that it was not conducive to socialising. To this Luigi replied, “Well, 
actually, there was one time when this man sat with me – this pensioner and he lost his whole 
pension in one day. You know, he just said, “I lost it all today,” and I thought, “God, you know. 
How’s that? – The poor man.” He pointed to a bare-chested man in the painting and said while 
chuckling, “There’s my visual pun of a man losing his shirt.”  
Like his observation of the office workers and man trying to talk to someone on a phone, Luigi 
captured how “people are really alienated from each other” in the casino. He arrived at this insight 
from his arts practice-based research, which compelled him to visit places within Melbourne to 
observe, draw, photograph, and invent his pictorial versions of these places. He explained, “I was 
going to the casino for a while – not to gamble, but to look at people. I found I wanted to draw a big 
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place of alienation where I thought that people go to, seemingly to have a good time.” Pointing to 
people sitting at pokie machines, he exclaimed, “You saw that – on the machine all day, just playing, 
all day.” Reflecting further on his time researching for this painting he said:  
Nobody stopped me drawing. People said, “Oh, I bet you security guards will come up and say 
….” I just had a little sketchbook. You’re not allowed to take any photos, as you know, so I 
didn’t take any photos, but I sort of enjoyed going there and just sitting down, and the razzle 
dazzle of lights.”  
 
In addition to his ideas, observations, drawing, and trying to depict the people and place as a 
painting, Luigi’s feelings were an important part of his artistic practice. He informed me, “It’s sort of 
a sad place, it sort of has that dichotomy. People go in for a good time, but I felt a bit sad.” In a 
nutshell, this is the kind of process with which Luigi engaged for each of his paintings. Some 
research was done from his studio window, and some was done from him being in other places.  
 
Place and self in partially-invented scenes 
 
 The Docklands32 is a part of Melbourne about a twenty-minute walk from where Luigi lives. In 
recent years, it has been developed from shipping docks and railyards into city offices and 
apartments. Showing me one of his Dockland themed paintings, Luigi explained, “When I had my 
first show, I wanted to paint paintings with no narrative – just sheets of colour. This is a big view 
from the roof of my studio. I can see all the docklands from my studio from the roof.” He recalled, 
“When I bought the place [the studio] there wasn’t any ‘Docklands,’ it was just old railway yards. 
Now it’s all getting built up and quite trendy. I mean it’s pretty awful, I don’t like the Docklands.”  
One of Luigi’s “Docklands paintings” depicts his friends sitting in an outdoor area surrounded 
by construction sites. He explained, “This is Docklands in the early days.” Like the casino painting, 
he’d made “some of it up” by putting images of his friends sitting on chairs at tables. I asked who the 
central character in the painting was and he replied: “Oh that’s me – so what I did is I got [my wife] 
to take a picture of me eating breakfast, and the sauce bottle, and I just placed it in there.”  
 Such staged scenes indicated how Luigi put himself into each work. These works were 
partially-invented places, based on a real place. Such scenes can be described as theatrical relations 
of identity and place through art.  
 Luigi showed me a painting that was based on the National Gallery of Victoria (NGV) on St 
Kilda Road, Melbourne. It had been painted from the perspective of the gallery entrance, looking out 
onto the street, portraying St Kilda Road along the top of the painting as a horizontal ribbon. This 
                                                
32 Docklands is one of Melbourne’s newest inner city regions.  
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ribbon of road appeared to be about fifty metres away, when in actual fact it would be less than ten. 
In this exaggerated space, with Luigi’s clever use of perspective, people were painted casually sitting 
or walking outside the gallery entrance. There were only a few parts of this painting that I recognised 
from my own observations of this place. Pointing at one particular part reminiscent of a desert scene, 
I exclaimed, “I can’t recognise this part from the gallery.” Luigi replied, “Yeah, because some of it is 
made up.” To illustrate this further, Luigi reminded me “there are parks” in this area that he had 
“walked around” and “picked up images that [he liked].” From doing this, he’d “put them together in 
some abstract space.” Luigi explained, “Most of it’s invented, but I find I need research, I need – 
funnily, in my head I do actually have to think of a place when I’m doing something,” and “it can’t 
be just totally neutral – you know, made up.”  
 Luigi had mentioned that he’d travelled to other places for holidays, but demonstrated through 
his narrative accounts of his artworks that he didn’t need to go looking for the great diversity of the 
world “out there” because he found it in the “here” of Melbourne (or other parts of Victoria). This 
was particularly poignant when he stated that he found “the whole world” outside his window. 
Sassen (2009) questions the use of students studying abroad in cosmopolitan universities, lamenting 
that they only see the exterior dimensions of a place. Sassen calls this “surfing on a beautiful-looking 
and seamless surface” (p. 131). She suggests that in order for people to get to know a place, and 
therefore contribute rich experiential knowledge of places, they need to engage in “the hard work of 
digging and dirtying yourself with the specifics of a situation” (p. 131). Luigi’s work as an artist 
could be said to be going deep into the place, rather than flitting all over the world, or exploring 
Melbourne in a surface way. He expressed how he did this through walking, sketching, and allowing 
sufficient time to carefully observe and contemplate his place, as part of his artistic practice. In this 
sense, both the Docklands and NGV paintings are examples of Malpas’s (2006, 2008, 2010, 2012) 
concept of place, being a gathering that occurs from being in a locale that draws on imagination, 
memory, and sensory experience. This is Luigi’s notion of how place and identity informed his 
artistic practice, and how through his artistic practice he explored his place and identity. 
 
Drawing on place (part of Luigi’s artistic process) 
 
The NGV painting was one of Luigi’s “big paintings,” which meant completed paintings that 
he took seriously enough to put in exhibitions. His “small ones” were “really studies,” whereas his 
big paintings came from “building up a narrative of different things.” The fact that Luigi drew, rather 
than took photographs, was of interest to the topic of how he explored place and identity through his 
artistic practice. Photographs depict things as they are, whereas drawing enables the artist to render 
what is in front of him/her, whilst including imaginary images as part of the drawing. Luigi 
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explained his process of drawing, telling me, “I used to do really linear drawings – just little sketches 
about that big [shows how big with his hands].” One place he had researched through drawing was in 
the Crown Casino. Of this he noted, “There’s a lot of visual information there, in a sense there’s so 
much to draw. You could base your whole life’s work there.”  
Artistic practice enables the expression of the artist’s sensory or emotive experiences of place, 
and therefore a kind of gathering of place. Drawing (as Luigi has just described) is key to this, and 
one of the reasons for this is that (a) in some places you can’t photograph, and, as has been 
discussed, (b) drawings can provide more information through the piecing together of observational 
drawing and imaginary places. Luigi called this concept of “piecing together” “a jigsaw,” but also 
“narrative.” He stated, “A lot of my paintings are about what I see – some of it is invented; I invent 
narratives in my paintings as the backdrops.” 
 
Luigi’s “big” place, Melbourne 
 
Melbourne is a big place in which Luigi’s Crown Casino, National Gallery of Victoria and 
“office worker places” are embedded. These are nested places (Bachelard, 1994; Malpas, 1999). 
Luigi explored Melbourne through walking, socialising, and day-to-day relationships with other 
people. Embodying the role-identity (Goffman, 1959/1990; Gullestad, 1996; Jackson, 2010; Swartz, 
1997; Tomkins, 1987) of artist, he engaged in arts practice-based research about Melbourne. Results 
of this research have been discussed already with the Crown Casino and NGV paintings. Luigi 
shared further insights into Melbourne from this work: 
Melbourne has changed and it’s a lot more active. But when they had the first casino – the 
temporary casino – you would walk down King Street, my studio is not far from King Street, 
so you would walk down King Street and those nightclubs weren’t there – it would be dead. 
You wouldn’t see anyone. And then you go into the casino at two in the morning and it’s alive 
– you can’t get parking. The new casino, it’s still the same thing – packed, packed and you 
think: Why? What’s the good attraction? Even the restaurants there, they’re busy. It fascinates 
me. [Anonymous] is a bit of a gambler and there are all these special privileges if you do 
gamble. There are all these special rooms – and that put me off. Only VIP and all that stuff, 
you know.  
 
A Melbourne painter 
 
The focus of Melbourne in much of Luigi’s artwork meant that he has become known, and, to 
a degree, identified with being a Melbourne painter. He explained: 
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A lot of people have said I’m a Melbourne painter – when I’ve shown interstate they say they 
look like paintings from Melbourne, and it’s because I live in Melbourne, I paint in and around 
North Melbourne and so forth. 
 
This identity of being an artist associated with a place is interesting. I wonder if, along with 
increased travel opportunities, and more globalised, online environments (for some), the 
identification of an artist with one particular place has changed. In the past, different artist groups 
have formed in Melbourne such as The Twenty Melbourne Painters’ Society,33 The Angry 
Penguins,34 and ROAR Artists.35 These movements of artists were based in Melbourne, therefore 
certain styles and images that emerged from the work of these artists became indicative of 
“Melbourne art.” Luigi narrated himself as a Melbourne artist throughout the interviews. He also 
identified with a Melbourne style and identity in contrast to that of Sydney:  
When I showed my paintings in Sydney, I didn’t think they looked particularly Melbourne but 
people saw them straight away ’cause it wasn’t that hilly – they’re right, Sydney is really 
different. I guess you just pick up things and don’t realise. People do say, it’s a generalisation, 
but Sydney is more colour, looser – I mean Melbourne’s darker. I wonder whether I’ve been 
influenced – I mean I’ve always loved John Brack’s work, so I wonder if that is still in there, 
you know, in my work. John Olsen [a Sydney-based artist] used to say, “It’s murky” – putting 
down Melbourne painters, but they’re almost like images I can turn into something else.  
  
The last eight words re-enforce Luigi’s desire to include his own versions of place and self into 
“Melbourne scenes.”  
Luigi noticed his artwork was characteristic of Melbourne, and that the “darker” traditions of 
Melbourne painting were an excuse to play with this darkness in his colour palette. Luigi 
                                                
33 The Twenty Melbourne Painters’ Society was formed in 1918 as a break-away group from the Victorian 
Artists’ Society. It was led by Max Meldrum, who failed to win a leadership position on the Victorian Artists’ 
Society Board. The group who supported him included the artists: “Reshid Bey, Ernest Buckmaster, Rupert 
Bunny, Ron Crawford, William Frater O.B.E., Harold Herbert, Sir John Longstaff, and Clarice Becket”  
Retrieved from 
http://www.jennypihanfineart.com.au/content.asp?p=artists|The%20Twenty%20Melbourne%20Painters%20
Society 
34 The Angry Penguins were part of the artists’ group that met at The Heidi Gallery and Museum. This is 
situated in Heidelberg, on the outskirts of Melbourne. It was an artists’ colony where John and Sunday Reid 
lived and became patrons to many artists including: Sam Atyeo, Adrian Lawlor, and Moya Dyring. The Reids 
later began collecting artists as diverse in practice as Yosl Bergner, Charles Blackman, Arthur Boyd, Mike 
Brown, Noel Counihan, Joy Hester, Elwyn Lynn, Sidney Nolan, John Perceval, Edwin Tanner, Albert Tucker, 
Danila Vassilieff, and Fred Williams. Retrieved from http://www.heide.com.au/collection/about-the-collection/ 
35 The ROAR artists included David Larwell and Andrew Ferguson, and was greatly inspired by the COBRA 
art movement of Europe. Incensed at not being included in the mainstream dealer gallery system, the group 
of ROAR artists set up their own space and encouraged artists who weren’t from art school backgrounds to 
join. They tended to paint in a naive style reminiscent of COBRA artists. 
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encompassed the identity of a Melbourne Painter. This clearly had much to do with the fact that he 
had lived in inner city Melbourne, and had a studio there.  
 
“Their” subject matter 
 
Key to artists being synonymous with a place is their subject matter. From the subject matter 
of Van Gogh’s paintings and stories about him, I associate Van Gogh with the countryside of 
Holland, Belgium, or France. Luigi identified as a Melbourne artist but had increasingly “been 
painting other areas – you know, parts of Geelong where I’ve travelled to for years, different places 
I’ve visited like Paris.” He told me about trips to places other than inner city Melbourne (which he 
wouldn’t normally include in his artistic practice), and also about some trepidation he felt about 
whether he was entitled to be associated with these places. This trepidation came from him having 
built up his identity as a particular kind of Melbourne artist who explored the inner city, spaces, 
patterns, and inner/outer vantages (explained in the casino, NGV, and office paintings earlier).  
Luigi had painted at the Melbourne landmark “under the Westgate Bridge” with two artists. Of 
this he explained, “This is their subject matter but I like it too.”  
Luigi reported that painting in “other” locations, and “other” subject matter, had changed his 
work: 
 
About five years ago, I really was just a studio-based artist. The last few years I have been 
going out painting plein air with friends – but they’ve been doing it for years and for me it’s a 
fairly new thing. I like it because of a couple of reasons: People take you where they paint – so 
it’s their subject matter basically. For example we’ve gone to Castlemaine,36 up in Eltham.37 
We’ve gone to places where I would not have gone and I like the fact that you’re there and you 
don’t have all your kind of imagery – so kind of have to make a painting. It’s allowed me to be 
more spontaneous I guess – and there’s a lot of failure rates because if you don’t get it right or 
whatever. But what I’ve also learnt is that you don’t only paint that [indicating a framed scene 
in front of him with his hands] but there might be a cloud over here that you put in [indicating 
away from the frame to his left] or a shape over there [indicating to his right] and you can kind 
of – so you still do that constructing – well in my case not just what you see. 
 
                                                
36 Castlemaine is a town approximately two hours drive north west of Melbourne.  
37 Eltham is an outer suburb of Melbourne. It is situated on the north-eastern fringes of Melbourne, and is 
semi-rural. 
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At this point, Luigi’s habit of partially inventing scenes or making them his own was evident. 
He went on to explain: “Like we were painting under the Westgate Bridge for a while and a ferry 
would come and you’d choose whether to include it or not.” 
 One way of interpreting Luigi here is that his concerns about competing with another artist’s 
depictions of a place made him cautious about not painting such scenes or landmarks. I wonder if 
this is a concern that artists learn from history, and the art world, given that artists have a history of 
“being known for” painting certain subject matter in particular styles. Artists also learn to be original 
and innovative (it could be argued that this is the core of their profession); therefore exploring scenes 
or landmarks for which other artists have already been known could contradict the desire to be 
original, innovative, and create one’s own kind of art.  
 Luigi’s artistic practice involves him exploring his place experiences and creating place-based 
pictures from these experiences. Exhibiting these pictures means he is “always on show.” Through 
the course of the interviews, he became aware that spending time in other places and creating art in 
these places led him to identify with these places through his art. For example, he’d worked in 
Geelong for over a decade and painted parts of Geelong (i.e., Buckley Falls) for his Geelong 
exhibition. Knowing that I was also a Geelong-based artist, he said, “You know, I’ve been here a 
long time and it sort of feels like, I wouldn’t say I’m part of Geelong, but I’ve spent a good part of 
my life here.” It was as if he was convincing himself and me that he could justify being a Geelong 
artist. 
He also talked about waking up on a houseboat in Mildura and noticing a scene that was unlike 
what he would usually paint (a Melbourne scene). This became an “artistic challenge” to him, and he 
thought (in his words), “What can I find in here and paint it differently to what other people have 
painted and make it interesting.” So that is what he did. 
Luigi’s identity with Geelong and his home place of Mildura is different from Luigi’s identity 
as a Melbourne artist, because most of the work he discussed, and is documented on the website, 
catalogues, and books, is his Melbourne-based work. In contrast to his documented self (persona), 
Luigi’s narrative caused me to wonder if “Victorian-based artist” is a more apt label than 
“Melbourne-based artist.” This is particularly so, given that Luigi seems to embrace the change from 
his identity as a Melbourne artist who painted a certain kind of painting.  
He’s also noticed a change from being a conceptual artist, and lately returning to that, but also 
a change from being a studio-based artist five years ago, to being out in the field painting “other 
artist’s subject matter.” With reference to the latter, he said, “If someone asked me ten years ago if I 
would do this I’d say it’s just a hobbyist’s thing – but it’s not,” adding, “It’s actually a really good 
thing to do.” A change of artistic practice has come about from his changes to “place as subject 
matter” in his work, and therefore his identity as artist and identity with each place. 
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The art world as a place 
 
 Places that artists are known for are considerations of the art world. This is because the art 
world is defined by conventions (Becker, 2008), which are symbols or styles that become known in 
the field of art. Becker explains how both artists and participants, or stakeholders, in the art world 
work together to make conventions emerge: “Conventions provide the basis on which art world 
participants can act together efficiently to produce works characteristic of those worlds” (p. 42). It is 
the “conventions known to all well-socialised members of a society that make possible some of the 
most basic and important forms of co-operation characteristic of an art world” (Becker, 2008, p. 46). 
Dickie’s (1984) institutional theory “set works of art in a complex framework in which an artist, in 
creating art, fulfils a historically developed cultural role for a more or less prepared public” (p. 66).  
 These theories relate to Luigi’s practice, because when it came to exhibiting his artwork, he 
was aware of making it relevant and interesting to his audience, but also aware of how he wanted to 
be known as an artist. Luigi’s own considerations about whether he was a Melbourne artist and how 
comfortable and valid it would be for him to paint other subject matter from other places, 
demonstrated his awareness of stakeholders or participants of the art world (such as the audience, art 
dealer, and art critic). These considerations of his art field became part of his construction of place 
and identity. For example, Luigi communicated his awareness of needing to carefully position 
himself, so that the work he valued was shown, and the kind of artist he was got accurately 
portrayed:  
 
My work used to be more conceptual. I’ve gone away from that, but now I want to make it 
more conceptual again. I sort of – you know how you make those changes? I think what 
happened with me was that I realise there’s a lot of things in painting I didn’t know how to do, 
like technical stuff, so I’ve spent a lot of time learning this – you know, trial and error. So now 
I’m going back to these ideas a little bit – this up and coming show, actually, the dealer who’s 
curating it, he’s had all these ideas about my work and just gone for that. I’ve actually steered 
him a little bit away, because most of these paintings I don’t own, they’ve come back from 
collections here and there. If he’d just showed that sort of work, it would actually be a bit 
boring for the viewer, and people would think that’s what I’ve done – compartmentalised the 
voyeuristic inner outer world. The last couple of years, like I’ve said in a previous interview, 
I’ve gone outside and painted landscapes and I’ve freed myself. I’ve actually pushed to get 
some of those in there ’cause he’s realised too that people think it’s a survey show but it’s not 
really. I’ve got to show a bit of light and shade.  
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 In this quotation Luigi demonstrates his values as an artist. Bourdieu (1993) explains how 
important values are to artists and the art world: 
 
In short, what “makes reputations” is not, as provincial Rastignacs naively think this or that 
influential person, this or that institution, review, magazine, academy, coterie, dealer or 
publisher; it is not even the whole set of what is sometimes called “personalities of the world 
of arts and letters”; it is the field of production, understood as the system of objective relations 
between those agents or institutions and as the site of the struggles for the monopoly of the 
power to consecrate, in which the value of works of art and belief in that value are 
continuously generated. (p. 78) 
 
 This continuous generation of value is evidenced when Luigi said:  
 
There’s one major painting he [the gallery director] wanted on the invitation, I think he used it 
on an advertisement or something. It’s called [title withheld] – of a man sitting and looking 
out. It kind of sums up what that painting’s about. I look at that painting and I think, the figure 
– it’s not drawn that well – you know, and that’s what annoys me, but I don’t think it matters 
to him. ’Cause I look back now and think “Oh no” I can’t – I wouldn’t show that sort of work 
as new work. ’Cause I’m putting more emphasis on those things. 
 
Luigi’s identity and reputation as a proficient kind of artist is important. This identity, as has 
been discussed, is tied to his identity with geographical places, such as Melbourne, Geelong, and 
Mildura, where artists have laid claim to certain places. This makes me wonder if there is a kind of 
colonisation of places by artists, who become known through subject matter and style as having 
claimed that space. Arthur Boyd has claimed Bundanon through the way he has depicted its 
landscape through years of living there and observing it. I think twice about painting Fred William-
type treescapes, because he has already done these so well. These are spatial, stylistic, and narrative 
considerations of place within the art world place. I understand this as nested places. 
 
Understanding the art world place 
 
 Luigi emphasised what kind of artist he is through taking control of his exhibitions. He decided 
upon the imagery he wished to paint and be known for:  
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When I was a younger artist – do you remember the casinos were buying art? I mean most of it 
was more decorative. I got selected to be in The Mahogany Room – which is kind of an 
exclusive room. They picked up a few works of mine about that big [shows with his arms] – 
lots of figures, lots of action – a bit like this [gesturing to the re-production of the NGV 
painting mentioned earlier], obviously not based on the casino, but people doing things and 
eating things – a lot of browns in my gouaches.  I found out that the architect liked them but 
they got knocked back in the end because they said there was too much action in my work. 
They wanted people to look at the gambling table not the artwork [laughs]. 
 
Luigi talked further about the casino and how his artwork didn’t quite fit in, in the context of the art 
world:  
 
So I got knocked back – which is okay ’cause I spent a lot of time on those works and they 
sold in Sydney and I’ve been to The Mahogany Room – there’s not much art, a few little 
things. But it was a bit of a windfall for artists and galleries for a short time, and actually to 
their credit some galleries refused to sell to the casino. That is pretty good.  
 
This comment shows Luigi’s insight into the art world in Melbourne, including what other 
galleries did or didn’t do in the field. Positioning of self as an artist in the art world (Becker, 2008) 
means to position oneself in society, culture, and the artmarket. Some artists carefully weigh up what 
they are becoming known for, such as a signature style that they have developed and that may have 
become collectable. The consideration of an up-and-coming exhibition, and its audience, can affect 
such decisions. Dickie (1984), for example, states, “Art which is intended for a public, whether it 
reaches it or not, clearly presupposes a public. Even art not intended for public presentation 
presupposes a public (as sometimes happens), it is a thing of a type which has as a goal presentation 
to a public” (p. 65). This is particularly so if the audience is connected to the place of exhibition.  
One example of when Luigi presupposed the public (Dickie, 1984) was when he explained his 
Geelong-based exhibition:  
I went into the art shop and said to the woman I was going to have a show [Geelong] and she 
said, “Oh, we love paintings of Geelong,” so I deliberately included Geelong imagery. I went 
out drawing – I went to Buckley Falls,38 that sort of thing, ’cause I sort of thought people 
would find it more interesting if people could relate to it more. So it was kind of like a goal 
that came after the last paintings – there were a whole lot of things that should have been in 
                                                
38 Buckley Falls are situated at Queens Park, a suburb of Geelong. They are part of the Barwon River that 
flows through Geelong and out to Barwon Heads into the Southern Ocean.  
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that show that weren’t in it – all my Melbourne-based – the things I am known for – all my 
major work. I thought, “No, no,” plus you never really like what you’ve done in the past – I 
thought, “I’ll do some more quicker ones” and some of them were more studies. 
 
Despite Luigi’s awareness of his public viewers of this exhibition, the experience of painting 
places in Geelong had helped him to connect more with this region. He said “it’s such a fantastic 
place – you know, like beautiful areas – there’s other things I want to paint, like there’s an old mill 
you see when you’re driving, you know on that bypass – there’s a lot of things.”  
This is an example of how the art world place and the geographical place both render 
experiences that compound each other, and how they shape ones identity. 
 
Summary 
 
 One theme that emerged from Luigi’s narrative was his place-based identity. This 
could be understood as five themes:  
(1) Place-identity to geographical and social places (i.e., Melbourne); 
(2) The art world place; 
(3) The way Luigi partially invented places in his paintings; 
(4) Luigi’s art as self-portraiture;  
(5) How the figure/ground relationships in Luigi’s paintings represent place and self.  
 
Theme: Geographic and social place-based identity (Melbourne, Geelong, and 
Mildura)  
 
Luigi’s identity was partially inspired by his childhood place of Victoria (reddish skies, 
possibly gridded structured places, Victoria in general), but also informed by his identity 
with places such as Melbourne, Geelong, and Mildura. Influences of these geographical 
places come through in his work from being there, imagining, and considering the future 
audiences of his exhibitions. However, the majority of Luigi’s art was based on Melbourne 
subject matter. He was known as a Melbourne artist, but had been challenging this identity 
through painting in places like Mildura and Geelong.  
Luigi expressed some trepidation about whether his Melbourne-artist identity allowed 
him to venture into these other areas of Victoria. This was tied up with not having identified 
as a plein air painter before, but also through the idea of “otherness”; of identifying with a 
place (Rijnks & Strijkner, 2013). Throughout the course of the interviews, Luigi convinced 
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himself, and me, that he identifies with Geelong and Mildura and therefore could also be 
known as a painter of these regions.  
 
Theme: Place-based identity (the art world)  
 
Luigi identifies as a Melbourne painter, because of the affinity he has with the tradition 
of Melbourne painters. This tradition emerges from the dynamics of the art world, and, 
through artistic practices of artists like Luigi, perpetuates this art world tradition, in terms of 
style, subject matter, and role models.  
Luigi was aware of his audience and expressed concern about how they would 
connect with his paintings and place. He was also aware of his reputation as an artist, and 
was keen to ensure gallery dealers represented him appropriately.  
 
Theme: Partially inventing places through painting 
 
The invented places Luigi painted were based on real places, and included real 
people from his community. He added his own elements to these places, creating what he 
called a “jigsaw.” He placed himself in some of these partially-invented places, as if they 
were theatrical scenes.  
 
Theme: Self-portraiture 
 
By his own admission, Luigi appears in some of his paintings as a character. In both 
the Docklands painting and Crown Casino painting, he placed himself along with other 
people who posed for him. These paintings each depicted a place that was largely based 
on his research of that place (from being there, and through artistic practice-based 
research). By putting a version of himself in his artworks, Luigi is stating: “I was here,” and 
“I am part of this place configuration.” 
On the one hand, these paintings are understood as theatrical scenes within which 
Luigi is a character. On the other hand, these paintings are records of his research of this 
time and place. These paintings are, therefore, an anthropological record, similar to how 
people in the past have photographed themselves with communities, and in places. As an 
artist, however, Luigi has been able to create scenes and imbue these places with his own 
messages about them. For instance, the message of his casino painting is that it is “a sad 
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place” and “a big place of alienation.” He expressed this as a narrative, as well as in the 
formal layout of pokie machines and exaggerated perspective. 
 
Theme: Figure/ground relationships as representing identity/place relationships 
 
Luigi demonstrates his interest in people, their communication habits, and interaction 
with spaces and each other. He does this by portraying people in spaces, emphasised by 
compositional devices, such as pattern and perspective. His pictures’ spatial qualities link to 
Luigi’s spatial experiences of being in his studio, looking out the window, walking the 
gridded streets of Melbourne, and so on. These experiences of being in and with place, and 
observing his place, are embodied and explored through his artistic practice of creating 
these paintings and drawings. His versions of place and characters depicted in these 
pictures are not separate, but rather metaphoric of the interconnection of people and places 
he has come to know. 
 
All themes, as a whole 
 
Luigi identifies with the geographical and social places of Melbourne, and other parts 
of Victoria, as well as (his version of) the art world place. Painting is a way for Luigi to 
express his research and enthusiasm for his identity to these places. He did this by creating 
partially-invented places in his paintings. These paintings are self-portraits of his places, 
with himself and aspects of his society in them (as subject matter). The figure/ground 
relationships in Luigi’s paintings represent his place and self. His works support the view 
that art is social (Schatzki, 2014). 
  
  162 
Chapter 8 
Nothing is permanent 
 
In this chapter, I provide an autoethnographic narrative of my connection to place and 
identity, and review this in relation to the emerging themes from the other cases. The 
chapter is structured around these shared themes, to expose the hermeneutic qualities of 
interpreting individual accounts of experience in the hermeneutic spiral. In the hermeneutic 
spirit, my intention was to highlight the shades of similarities and differences each artist and 
myself have to each theme. 
The first section of this chapter provides themes of my autoethnography that came 
from my experiences, refracted through Adele’s themes of: Multiple identities; A connection 
to the natural environment; Linking culture, place, and identity; and Interconnections. The 
second section discusses themes that relate to themes from Henry’s narrative analysis: A 
national identity as an artist; Learning from Indigenous people; and Connection to the land. 
The third part of this chapter presents my autoethnography around the themes of Jane’s 
narrative account. These are: Catalogued items from ones past that are stored/labelled 
according to place names; Drawing on cultural and social environments to create art; A 
theatrically costumed self and imagined places in art; Unsettled places; and A foreigner in 
foreign places. Following this are themes that I related to that emerged from Luigi’s case 
study: Geographic and social place-based identity; place-based identity (the art world); 
Partially-inventing places through painting; Self-portraiture; and Figure/ground relationships 
as representing identity/place relationships. Travel is a final theme I added to this chapter; it 
featured strongly in my autoethnography, but not so strongly in the four case studies. 
 
Theme: Multiple identities  
  
My professional identities are artist, art teacher, and creative arts therapist. Other 
identities I have are: wife, mother, sibling, friend, New Zealander, and Australian. At the 
start of this research project, I regarded these multiple identities as a problem, feeling that I 
needed to promote a single identity. I learnt that my need to promote a single identity to a 
single discipline-related career had been endorsed by my role teaching art in schools and a 
university, where education and pedagogy were upheld as more important than art. I had 
also learnt from art teachers, many of whom had given up their careers as artists, that it 
was not possible to be both teacher and artist. These messages from the field of art 
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education meant I did not go out of my way to promote my work as an artist, wary of those 
who were critical of artists becoming art teachers.  
I also played down my work, identity, and role as a mother of small children, in most of 
my other working contexts, knowing that in such environments, being a mother is regarded 
as a distraction from work. I learnt not to promote my identity as a New Zealander within 
some Australian communities, having been accused of being one of the many New 
Zealander dole39 bludgers in Australia, and then having been accused of stealing jobs from 
Australians. Therefore, before conducting my autoethnography, I often spoke about 
wearing different hats as I took on each role identity (Goffman, 1959/1990; Gullestad, 1996; 
Jackson, 2010; Swartz, 1997; Tomkins, 1987). Writing my auto-ethnography helped me to 
realise that my past understandings of self in fields had informed my identity in these fields. 
I learnt that my professional identities were interdisciplinary – my multiple identities connect 
to different fields and overlap. 
  
Navigating multiple identities  
 
The current research has enabled me to examine what it is to be an artist. Reflecting 
on the art world place, in which I have dwelt as an artist for over twenty-five years, I once 
promoted myself as an artist but not for other paid work or professional work I did. This 
habit can be traced to my four years in art school, when I was told that to be an artist 
required a full-time work ethic and dedication. Upon graduating, the question amongst my 
colleagues and myself was whether to “make a go of it” as a full-time artist, or obtain 
qualifications in another field, such as teaching. It was desirable for most of us art students, 
to take the plunge and be an artist. 
Having made the decision to become a full-time artist (age 22), I soon realised how 
unrealistic it was to expect to make a living from my art alone. My first job following art 
school was in The New Zealand Herald newspaper editorial department as a proof-reader. I 
then worked as an art director on small films. Later, I became a picture framer, so that I 
could frame my own artworks, which led to me becoming a picture-framing teacher. 
Passionate about my ongoing work as an artist, I started to teach adults in community 
colleges or my own studio. From writing autoethnography, I realise these career projections 
and multiple identities stem from my core identity as an artist. I realise I have traversed 
many aspects of the art world in these art-related roles. I found myself exploring these 
multiple art-field roles in my autoethnography repeatedly, but needing to remind myself that 
                                                
39 Dole is another word for social benefit payments that are paid to you by the government. 
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my main identity is that of artist, I made comments such as, “art is my main career,” or “I 
return to my artistic practice to balance myself.”  
I now understand my artistic practice as being at the core of my identity, but also 
realise the work I have needed to do to hang onto this identity and profession, as I have 
worked in other related fields to survive financially and support my children.  
The following vignette shows how, while focusing on my art career and work, having a 
husband who is also an artist meant other roles had to develop for us to survive financially.  
 
My first exhibition in Australia was held in the George Gallery in St Kilda. I had already 
had two solo exhibitions in New Zealand and been involved in four group exhibitions 
prior to this. The first paintings I created for the George Gallery exhibition were 
Options (Figure 1) and Bird Party (Figure 2). The gallery was a large space to fill and I 
knew from past experience that I had to hang about eighteen paintings for a decent 
exhibition. This meant that I would need to produce about thirty paintings from which I 
could select what worked together in that space. I recall the stress of having to go out 
and buy canvas and stretchers40 that I could not afford. This stress was partly due to 
the fact that my husband, who is also an artist, would also be spending money on art 
materials from the same budget. Juggling a tight budget and trying to survive as two 
artists was tricky (as everyone kept warning it would be). We would often be trying to 
juggle bits of paid work and putting together these big expensive exhibitions of large-
scale oil paintings. Along the way we would attempt to cobble together grant 
applications to organisations, such as the Australia Council for the Arts (but we never 
received any funding).  
 
The process of switching identities from artist to framer, marketing person, business 
person and grant-writing person, was stressful. The agreement I had with the above 
gallery was to create the art, have it framed and develop the exhibition invitations, 
catalogue, and other promotion material with gallery staff. This would require me paying 
professional photographers to document my work that, in those days (prior to digital 
photography), was expensive (as the photographs had to be high density slides that would 
be suitable for publication down the track).  
Doing these business tasks, whilst also completing paintings, meant I had to apply 
myself in different paradigms of thinking. This is particularly problematic to an artist 
                                                
40 Stretchers are wooden frames that are bevelled on the inside. You stretch canvas over this taughtly before 
preparing it for painting. 
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reaching a deadline, because creating art requires zoning in on a kind of work ethic, or 
artistic flow (Csikszentmihalyi, 1997). A fine balance is required to be able to create 
artefacts that have been sufficiently contemplated, so that they are true to my emotions 
and don’t fall into being illustrative. I found that shifting into “business mode” interrupted 
this flow.  
Allocating time to artistic flow and business meant that I became an entrepreneurial 
artist. I worked in galleries; I developed art projects, and moved into community art41 from 
this work. Changing place from Melbourne to Geelong taught me how the business side of 
art is completely different in a metropolis, such as Melbourne, than it is to a regional city, 
such as Geelong. In Geelong my entrepreneurial skills led to opportunities to engage in 
community art projects and obtain funding for these. Being away from day-to-day living in 
Melbourne and its art world meant I had to adjust to the lack of an exhibiting art market in 
Geelong.  
Exploring the notion of the entrepreneurial artist, Poorsoltan (2012) researched 124 
artists working in USA and found that artists and entrepreneurs share three fundamental 
traits:  
(1) “Tolerance for ambiguity” meaning that “they are comfortable in facing complex 
situations, believe that most decisions are made with little information, and find it 
interesting when confronted with ‘unscheduled’ situations.” 
(2) Taking risks – i.e., they create an artwork “before a potential buyer is found.” 
(3) They have an “internal locus of control,” “meaning they believe in themselves and 
pronounce their success as mostly a product of their own decisions and acts” (p. 
92). 
I would add to this that entrepreneurial artists try to remain true to their artistic 
practice and sensibility while also managing to work within their interpretation of what the 
art world is in different places. For example, my risk-taking changed because the lack of 
buyers in Geelong meant I put energy into developing community art projects and applying 
for funding. My tolerance for ambiguity was put to the test with a different clientele who 
responded to (and funded) my Geelong-based work.  
Adapting to this different place made me more aware that I identified as a Melbourne-
based artist. I found people in the Geelong region who called themselves artists and 
received funding to create art, but I did not think they were artists. One such artist, who 
made artefacts for a market, had never been to art school and was, I believed, making arty 
                                                
41 Community art involves community participants collaborating with an artist or group of artists in the 
conceptualization and creation of art. 
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things because they sold well. My value judgement about what I thought was art changed 
in this regional/rural place. I had to accept that such people were also calling themselves 
artists, and a largely un-educated public were also calling their work art. I had to work with 
such artists on some collaborative projects – this is the nature of community-based art. 
  
Theme: A connection to the natural environment 
 
A theme of Adele’s narrative that resonated for me was a connection to the natural 
environment. Unlike Adele, I explore my natural environment through art by researching 
visual patterns in nature. I understand this as ecology: 
 
“The study of ecology is a study of patterns” 
which 
“examines the intricate patterns that 
connect organisms and the environments 
in which they live” 
(Adams, 2012, n.p.). 
 
Pattern is a design element in visual art that, along with other design elements (line, 
tone, colour, shape, and texture), I explore through painting, drawing, textile works, and 
sculpture. In many of my paintings and drawings, I create pictures of places that draw on 
my many different place experiences. Over the past decade, I have begun to incorporate 
my research of patterns from these places (such as patterns on the leaves or bark of trees, 
patterns of water) into my partially-invented places. My drawing Dress at Bundanon (Figure 
6) incorporates my research of patterns from the bush, rivers, sky, and so on from time 
spent at Bundanon.42 For example, a pattern observed from a leaf became a patterned 
area of sky.  
My use of pattern in Dress at Bundanon (Figure 6) and Portrait (Figure 7) captures my 
experience of being “in” and “with” places (Ingold, 2013a; 2013b). This is to be “part of the 
scene” (Casey, 1997, p. 340) where I paint my feeling of being enmeshed with the place 
through observation. In comparison, earlier works such as Bird Party (Figure 2) and Three 
Graces (Figure 3) were about trying to figure out my adopted place of Australia, through 
creating partially-invented scenes “from a [more] removed point of view” (Casey, 1997, p. 
                                                
42 Bundanon was the home of the artists Yvonne and Arthur Boyd. It was bequeathed to the people of 
Australia to be used as an artists’ residency, environmental and artistic education centre. It is located on the 
edge of the Shoalhaven River in New South Wales, Australia. 
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340). I was more distant from the places depicted in these latter two paintings. It was as if I 
was “trying myself out in these places.”   
 
  
 Figure 6: Dress at Bundanon, 2008, pastel and gouache on paper, by S. Hannigan 
  
 
Theme: Linking culture, place and identity 
 
Patterns were important in my childhood; I cannot think of one room in either my 
family home, or my grandparents’ home, where I was not surrounded by patterned 
wallpaper. My mother made macramé lampshades in the early 1970s, and sewed dresses 
each year for which my sisters and I chose our own patterned fabrics. Patterns in 
furnishings and fabrics are man-made patterns that make up places (homes) and clothing. 
My experience of patterned places and selecting patterns meant patterns relate to both my 
identities and places.  
Growing up in New Zealand exposed me to Maori culture through cultural events, my 
schooling, and through extended family who were Maori. I frequently visited the old 
Wellington Museum, as it was a short walk from my home. Displayed in the main 
auditorium of the museum, were a collection of large Maori artefacts, including: a main 
meeting house (wharenui), smaller meeting houses, food storage huts, and a fleet of Maori 
canoes (waka). I vividly recall running my hand over the intricate woodcarvings with their 
paua-shell inserts and woven walls of flax. This was a tactile experience of patterns of a 
culture to which I did not belong, but of a culture that was fundamental to the place I lived 
and belonged. These experiences of place that encompassed experiences of pattern not 
only informed my childhood experiences of place, but also taught me how pattern was a 
representation of cultures and a continuum of history.  
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 Figure 7: Portrait, 2004, oil on canvas, by S. Hannigan 
  
In 2004, I took up an 8-week artist residency in my hometown of Wellington at 
Marsden College. One of the teachers remarked how my project of painting memories of 
my childhood in Wellington reminded her of Kathryn Mansfield’s approach to writing about 
her memories of Wellington. Mansfield had been an author of short stories who had grown 
up in Wellington, migrated to England, and not been able to return to New Zealand. 
Intrigued, I sought permission from the Kathryn Mansfield Trust to spend time in the 
Kathryn Mansfield Museum; Mansfield’s childhood home.  
`In her story The Doll’s House, Mansfield had written about memories of rooms, 
siblings, events, and particular toys. Her narratives of her life with these details had 
assisted the museum curators to be able to piece her home back to the way it was for 
purpose of a museum. From these displays, I created drawings of objects from her life that 
had been curated. In works such as Portrait (Figure 7), I arranged these images in a 
collage43 as part of the painting process.  
Some of the wallpapers that adorned my childhood home were based on the toile de 
Jouy. This is a printed figural scene, or floral pattern, originally printed from woodblocks in 
1776 near Versailles, France. The scenes can be narratives and are repeatedly printed so 
that a pattern is created for furnishing fabrics (Art and Architecture Thesaurus, 2004). 
Drawing on the toile de Jouy, I created paintings that incorporate layers of imagery (some 
                                                
43 A collage is a collection of materials or images assembled on a surface. Materials are usually stuck onto 
the surface with glue in aesthetic ways, but in this case I refer to the use of collage for its qualities of 
assemblage. 
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of which are patterned) to link different key pictorial elements (such as dress, horse, teapot) 
for the sake of composition and conceptual content. Some patterns from wallpapers, or 
toiles de Jouy that I had invented from objects in Mansfield’s home/museum, can be seen 
amongst the welters of paint in Portrait (Figure 7) and nine other paintings. 
Pattern is perhaps more widely know in art forms such as music, writing, and theatre, 
where a linear structure enables rhythms and repetition of elements across time. The 
musician John Luther Adams (2012) explained how fundamental concepts of ecologies are 
important to his practice, describing his music as “not the specific patterns of harmony, 
melody, rhythm and timbre” but “the totality of the sound” (n.p.). In a similar way, I 
understand my pattern-focused works as links with my ecology as a whole, or a kind of 
cultural, social, and environmental place. Each painting or drawing I create that uses 
pattern in visual ways represents my connection to places and my identity to such places; I 
know the patterns because I have been there and studied them, or I have sourced patterns 
that relate to the places I invent in my artworks.  
 
 
 Figure 8: Black Caviar, 2012, oil on canvas, by S. Hannigan 
  
A social, cultural ecology is represented by patterns that form the ground (backdrop) 
in my painting Black Caviar (Figure 8). In this artwork, I have painted this iconic racehorse44 
                                                
44 Black Caviar is an iconic Australian racehorse. She is a mare and her main claim to fame was that she 
had “25 undefeated starts including the 2012 Diamond Jubilee Stakes at Royal Ascot” (Retrieved from 
http://www.abc.net.au/news/2014-09-15/foal-for-champion-horse/5745058). She is a legendary racehorse 
because as Atkin (2012) stated: “She has been in 21 races and won them all. This is not just a record for 
Australia but for anywhere in the world” (Retrieved from http://www.theroar.com.au/2012/06/23/five-things-
need-know-black-caviar/). 
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over a screen-printed toile de Jouy. The stencil encompasses iconic images, such as The 
Sydney Opera House, the kangaroo, and emu. As a whole, this painting represents our/my 
Australian identity through icons. It explores celebrity animals of Australia and highlights 
what I observe to be (at the time of Black Caviar’s fame) a national desire for another Phar 
Lap45.  
 
Theme: Interconnections 
 
My interconnection with visual patterns of places and patterned narratives (toiles de 
Jouy) relate to Alexander’s (1979) ideas about pattern and ecology. His analysis of 
structures of spaces from which buildings or towns are created leads him to suggest, “every 
single part of the environment is governed by some portion of a pattern language” (p. 88); 
languages we each know will determine the patterns we make. I see these patterns and 
represent my interconnectedness with the fibre of places through my art. 
 
Theme: A national identity as an artist  
     
Like Henry, I identify with my own countries in my own unique ways. New Zealand is 
where I spent the first twenty-four years of my life. My father migrated from Northern 
Ireland, and my mother’s ancestors were also from Ireland. Australia is my current home, 
where I have lived for the past sixteen years. My maternal grandmother’s father came from 
Tasmania, and, knowing my ancestors lived in Australia as I do, has helped me feel 
connected to Australia. I am not sure I would have stayed if it weren’t for this ancestral tie. 
As a postcolonial self, I identify with DeMedeiros’s idea that I have a need to “invoke 
ghosts” (2007, p. 37). It is not only my own memory that haunts me, but that of my 
ancestors and their time. 
 
 
 
 
                                                
45 Phar Lap is an iconic Australian and New Zealand racehorse. He was foaled in New Zealand in 1926 but 
trained and spent most of his life in Australia. According to Museum Victoria, “He triumphed during the Great 
Depression of the early 1930s, when a hero was most needed by the people of Australia. He conquered the 
local racing scene—36 wins from his last 41 starts—and then won North America's richest race, the Agua 
Caliente Handicap, in 1932”. (Retrieved from: http://museumvictoria.com.au/pharlap/).  
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New Zealand 
 
At age eighteen, I left my childhood place of Wellington and spent four years at art 
school in the South Island. I then moved to Auckland.  
My first exhibition was of sixteen diptych-portraits of fish and friends. I painted these 
whilst living on the Auckland waterfront, in a studio that was set up by the art patron James 
Wallace (now the Wallace Trust). With plans in place to leave New Zealand to travel 
overseas, this first exhibition was a summary of my twenty-three years of life, spent on the 
main islands of New Zealand, navigating the land and sea.  
I had known the sea from migrant stories and seafaring voyages of both Maori and 
Colonial ships. I had swum, fished, and sailed, and most of my childhood places included 
daily vistas of the sea. Summer holidays were spent on my grandparents’ farm atop a hilly 
range that looked out over Cook Strait46 and Mana Island.47 The South Island lay on the 
horizon beyond this island, highlighted most evenings by the sun sinking behind the 
Marlborough Sounds. I have happy memories of extended family gatherings, and my 
grandfather and uncles bringing in fish from their boat. I recall fossicking in the rock pools at 
the local Maori Pa48 below the farm. 
My Portraits of Fish and Friends exhibition had been inspired by my university study 
for my Bachelor of Fine Arts at The University of Canterbury. There, I had also read 
feminist studies. I wrote from being “I” (Malpas, 1999; 2010; McAdams, 1996; Sarbin, 1986) 
back in the second year of my degree course.  
  
Voice of “I” (age 19):  
Having chosen to major in painting, I am in an open planned painting studio with twelve other 
students. We are given our own studio spaces divided by partition walls. Apart from attending 
life drawing once a week all day and critique sessions every week for half a day, we are free to 
do our own work. I feel restricted by just doing painting so my lecturer agrees to let me make 
films if I can justify their submission within the criteria of painting assessments. He loves 
Mondrian and Cezanne and teaches from these artists a lot. He teaches us good drawing skills 
in life drawing and can render and draw well. I create paintings of the life models that are full 
of Cezanne planes, tone and colour. My lecturer is focused on us students exploring 
figure/ground relationships as part of a formalist picture making process. When I try to 
explain the personal significance of my work and that they are narratives, he tells me he is not 
                                                
46 Cook Strait is the stretch of ocean that divides New Zealand’s North and South Islands. 
47 Mana Island is a small island about three kilometres from the shore of the North Island.  
48 A Maori Pa is a Maori village on Maori land. 
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interested in the subject matter, only in the form. I want to incorporate the knowledge I am 
gaining from my feminist education49 and growing political awareness50 into my art images. I 
realise that I am prepared to be a B student if it means balancing the demands of assessment 
with my personal vision and political ideas. I have the support of another older feminist 
student but we are spending a lot of time doing the prescribed work as well as researching 
women artists so we can argue our point. Other students are cow-towing to our painting 
lecturer and are getting A’s and we know we don’t stand a chance of competing as the 
minority we are.  
 
My art school days were not as interdisciplinary or conceptual as they are today. I was 
ready to venture out of painting, but was pulled back into a rather traditional painting focus 
by my teachers. After my fourth and final year of my art school degree, I moved to 
Auckland. Themes had grown in my paintings from other subjects I had taken, such as 
political science, feminist theory, and Maori studies. These artworks were finally able to be 
given greater expression, unencumbered by the boundaries of my art school teachers.  
My first exhibition was well received, with a review in the New Zealand Herald and an 
invitation to follow this exhibition with another in Wellington. Most of the works sold and my 
grandmother surprised me with her appearance at my opening; she’d driven for a day from 
the other end of the North Island. I was the first in my extended family to have a solo 
exhibition, and the first to have gained a bachelor’s degree. 
 
A return home 
 
The next body of work I exhibited in New Zealand was created in 2002. For this 
exhibition, I travelled from Australia, where I had set up home with my Australian husband 
and two children. This was the artist residency where I had painted the Kathryn Mansfield 
works at Marsden College. Hearing the girls chatting in the classrooms around me 
reminded me of my own years at a small convent school. This environment (place) inspired 
                                                
49 I was also doing Feminist studies which was a newly developed course at The University of Canterbury. 
50 I was doing a unit in political science and had friends who were closely involved with the first land claim of 
the Ngai Tahu people of the South Island. The Treaty of Waitangi was being questioned at this time and a 
number of court cases were taking place. With the South Island’s Ngai Tahu winning the first of the land 
claims as a result of the Waitangi Tribunal, Canterbury University of the South Island was positioned in the 
thick of it. I went on to make a documentary, called Maori Nationalism: A 21C perspective, with a group of 
students. I did this partly to curb my desire to be a filmmaker, but also out of my desire to collaborate. 
Knowing a fellow student studying film did not have a topic, and knowing we in political science had a great 
project that needed a director, I approached David Reid to direct this for us. 
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me to paint memories of places and events from the first eighteen years of my life (“there” 
as in my past) spent (“here”) in Wellington. 
I created artworks for two exhibitions: one at the school, and the other at a gallery that 
had represented me years earlier for my Portraits of Fish and Friends exhibition (Bowen 
Galleries). I painted fifteen paintings, including Mt Victoria (Figure 9), Aro Street (Figure 
10), Playing Buses (Figure 11), Train to Plimmerton (Figure 4), and Green Room (Figure 
12). I delighted in the project of exploring here and there experiences of place from this 
residency, as I had spent the past decade away from New Zealand, often painting “here” 
experiences in my adopted places and contemplating New Zealand as a “there” 
experience. This Wellington residency was a chance to reverse this for a while, and relish 
being in a home where I experienced connectedness and even rootedness to place. 
I reflect on the process of drawing Aro Street (Figure 10), and painting Playing Buses 
(Figure 11): 
 
Voice of “I” (age 36): Wellington 
 
I stop myself from the temptation to take a photograph of Aro Street, choosing to first work 
from memory. Later I will return to the scene to make quick sketches of key buildings and the 
valleys and hills that surround this street and Holloway Road. I want to capture the way I hold 
the memory of this part of Wellington in my minds eye when away from this place. It is a 
haunting damp place– a place my ancestors have dwelt in.  
I also reflect on the memory of playing buses as a child where my sisters, I and neighbourhood 
children would use an old treadle-operated Singer sewing machine as the driver/conductor’s 
seat. The passengers boarding this imaginary bus would be required to place their tickets 
under a rusty needle and the driver/conductor would activate the treadle to punch the ticket – 
just as the conductors did on the trolley buses we rode. I marry this memory with another 
childhood memory of walking into town with my sisters and mother. This walk involved 
passing some old quirky buildings at the top of Cuba Street, which are now demolished. These 
memories formed the painting Playing Buses (Figure 11). 
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 Figure 9: Mt Victoria, 2002, oil on canvas, by S. Hannigan 
  
  
  
 Figure 10: Aro street, 2002, acrylic and gouache on paper, by S. Hannigan 
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 Figure 11: Playing buses, 2002, acrylic and oil on canvas, by S. Hannigan 
   
 
 
 Figure 12: Green room, 2002, oil on canvas, by S. Hannigan 
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Being back in Wellington, at the Marsden College residency, caused me to reflect on 
my old home of Wellington and my new home of Geelong, Australia. In Wellington, I felt at 
home in places where I had spent time or my ancestors had been. Some parts of 
Wellington made me feel homesick, because of the absence of my own family connection. 
My husband and I had moved to Geelong from Melbourne when our first child was 
born in 1999. From my Wellington studio, I explored memories and impressions of the 
years we had already lived in Geelong as a “there” experience. I attempted to create 
artworks about Geelong (such as the playground in Eastern Beach that I frequented with 
my children) from memory. One rudimentary drawing was created and later destroyed. I 
could not get passionate enough to delve into this topic, as I was not connected to Geelong 
through my history, or ancestry, and therefore didn’t have a strong spiritual connection that 
was inspiration enough to create art.  Now knowing the strong family connections to 
place experienced by Indigenous Australians, Maori, and American Indian people (see St 
Clair, 2000), I understand that my own wellbeing is determined not so much by the nation 
or city with which I identify, but by the spiritual, ancestral, and memory ties I have with that 
place. This supports Tuan’s (1980) view that a person can only have the experience of 
rootedness to place if he/she has strong ancestral connections or early years spent in that 
place. It contests the findings of Hummon (1992) and Lippard (1997) that the less you know 
about other places, the more rooted you will be to the place where you dwell. I feel rooted 
to where my ancestors have been, despite having moved around a lot. 
 
Australia 
 
In 1996, I moved to Melbourne, following three years living in Europe. I met my 
husband not long after I arrived in Melbourne. I can remember meeting him, and feeling like 
I had come home.  
 
Voice of “I” (age 28): Melbourne 
I am in the old army barracks in St Kilda, Melbourne. This is Argyle Studios – a collective of 
fifteen artists that has been established since 1992. I have managed to score a dark decrepit 
little studio, which no one else wants. I am grateful, as there is a waiting list for studio spaces 
so it means I can move up the pecking order for a better studio space as it becomes available. 
The artist who shows me around, tells me to look out for another artist who has recently 
returned from Malta.  
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I work in my studio every day, as I am keen to get into the flow of working and “being an 
artist” again after three years of travelling and living out of a backpack in Europe.  
After a week or so, I catch sight of this Maltese/Australian artist as he carries materials in and 
out of his studio and chats to people.  
 
This artist ended up becoming my husband a year later. I settled into life in Melbourne 
as an artist, working full-time in my studio, and working part-time in other jobs. I had a solo 
exhibition each year for the next few years and a number of group exhibitions in between. 
The market was, at this time, such that my husband and I both sold our work regularly and 
made a small living from our art sales. 
A few months after I moved into the studios in St Kilda, we were evicted. We moved 
together into a building in Port Melbourne – Argyle Studios – and this is where we continue 
to have a studio to this day. It is one of the oldest and last remaining studio co-ops in 
Melbourne.  
I am a citizen of Australia (as well as New Zealand and Ireland), but, unlike Henry, I 
do not feel I can develop a national identity or style for any of these countries. Perhaps the 
multiple places with which I identify are why I invent my own places through my artworks. 
Although my art is personal, it relates to global issues, such as feminism, politics, 
environmental issues, and so on. I do not work in a silo but am relational, and my personal 
work is political (see Hanisch, 1969) and draws on my large encompassing place – the 
world.  
I have smaller interconnecting places, such as my childhood home, my current 
home-place, and other places I have travelled to, from, and through.  
 
Theme: Learning from Indigenous People  
 
I have learnt much from being around Maori people and culture. This resulted in me 
opting, as part of my bachelor’s degree work, to create a documentary on Maori 
Nationalism as a viable option for New Zealand in the 21st century. This involved 
researching (along with other students) all aspects of Maori culture and society with the 
Ngai Tahu people of the South Island.  
As an artist, I am interested in the art and culture of the places I am in. This interest 
has led to insights into Indigenous art and cultures of Australia. The genuine interest and 
knowledge I have developed led me to teach adults for five years in an Indigenous teaching 
and learning unit within a university in Victoria, Australia. 
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My fascination for the rich wisdom of Indigenous cultures may be linked to the 
fragmentation of my own Indigenous culture. My father occasionally used Gaelic words and 
I attempted to teach myself Gaelic as a teenager (with little success). My family were 
members of the Wellington Irish Society and spent a lot of social time there. I played 
comogie51 for a short while. Being part of this club kept our Irish heritage alive in New 
Zealand. Situated in the cultural landscapes of New Zealand meant I felt a sense of 
belonging to New Zealand. I think this is why I left. This is why I tend to draw or paint 
figures (and dresses) journeying through my invented landscapes. Nothing is permanent. 
 
Theme: Connection to the land 
 
 Most of my art is painting or drawing. I like these picture making mediums for their 
ability to create partially-invented places. My connection to places are depicted in artworks 
such as Surrender (Figure 13), Travelling Companions (after Augustus Egg) (Figure 14), 
and Three Graces (Figure 3). In these paintings, I am represented by the figurative 
element. Vast regions of land stretch out to horizons. These are lands I am yet to know and 
experience, therefore promising possibilities for future travel or future place/self 
configurations for me.  
 
 
 Figure 13: Surrender, 1998, oil on canvas, by S. Hannigan 
  
 
                                                
51 The Gaelic word for campogie is: camógaíocht. This game is a bit like hockey, but played with a flatter 
stick and leather ball. It is the female version of hurling. 
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 Figure 14: Travelling companions (after Augustus Egg), 1997, oil on canvas, by S. Hannigan 
  
In 2005, I was compelled to turn a flying dress image that re-occurred in my paintings 
and drawings (as discussed in the Prologue) into a sculpture. This is The Wind in the 
Billows (Figure 15). It represents the transient nature of life, of not laying claim to a place. I 
wanted to attach this dress to a tree as a sculpture, to represent how the wind can blow a 
dress and it can become snared on the branch of a tree for an unknown amount of time. I 
had experienced this, when, like the dress, I had found myself in a place in which I didn’t 
expect to be. This sculpture would also capture my experience of impromptu departures 
from places.  
I came to realise that I am not the kind of artist who connects to land or place through 
exploring materials of that place (such as Henry does with wood), but instead use my art to 
work out the places with which I have degrees of connection. 
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 Figure 15: The wind in the billows, 2004, stainless steel and metal mesh, by S. Hannigan 
 
Theme: A theatrically-costumed self and imagined places in art 
 
Having a family (especially children) and a family home has meant the nomadic 
lifestyle of my youth has been calmed. Prior to motherhood, I had the luxury of time – to 
explore and create imaginary worlds through my art. I also did not need to live in reality so 
much, before the responsibilities of childcare and parenting. Therefore, I can now be said to 
spend more time in my home but also in “actual space” or DeLanda’s (2011) “real space” 
(as opposed to invented, virtual, or imagined spaces and places). 
My autoethnography reveals that the imaginary worlds that I created through my art 
prior to having children (or occasionally on an artist residency without my children) were the 
continuation of a lifetime habit of exploring imaginary and embodied places. My childhood 
place contributed to the style and imagery of my work. During my youth, I often dressed up 
in Victorian dresses that I designed and made. This was a way to embody my environment, 
which involved my Edwardian childhood home, the quaint streets of Wellington, images and 
stories of ancestors, books, museum visits, and old fashioned television programs I enjoyed 
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(The Onedin Line, Upstairs Downstairs, The Secret Garden, etc.). This environment, and 
my family, allowed me the space and time to dream and be creative.  
Having a free education, and being able to go to art school for four years, enabled me 
to be around like-minded people who also thought, dreamt, and created. I developed 
friends who did this, and I believed this helped me to transition into the field 
(Csikszentmihalyi, 1996) of art with them. 
Later, moving into the field of parenthood and becoming a teacher changed my artistic 
practice, as working in these fields meant I couldn’t indulge in being my theatrically-
costumed self and explore imaginary places as I had done in my past. Lived experiences, 
such as financially supporting a family and caring for dependents, anchored me to the 
actual or real world – I “got real.”  
 
Theme: Catalogued items from a past that were stored and labelled according to 
place names 
 
My childhood place of Wellington, and the houses, people, and other aspects of these 
times, have profoundly informed the places I have created in my artwork, as well as the 
place experiences that informed my artwork. Unlike Jane, I did not store these as material 
memories, but my artistic practice gathered places from what I call “housed memories.”  
 
Housed Memories 
 
Housed memories were explored in the residency at Marsden College, with 
remembered imagery inside houses and nested places within places. They were explored 
again, during my doctorate, while my father was dying. This period involved a number of 
trips from my home in Geelong, Australia, to Wellington, New Zealand. Although an 
emotional time, I soaked up the experiences of being back there in Wellington.  
Aware that, once my father died, my mother would sell my childhood home, I 
savoured the time back home in this house with my father. I found time to sit alone in my 
old bedroom and write, immersing myself in the materiality of the place and memories.  
* 
After my father died and the house was sold, I was surprised how quickly I had to let 
go of this cherished place. It was sold, and completely renovated. It became someone 
else’s home, and all that was left was memories, photographs, and my artwork. I have 
never returned to see my childhood home in its new form. 
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This childhood home of mine was a two-storied, Edwardian-style, wooden terrace, 
situated on a corner in an old quarter of inner-city Wellington. The adjoining houses of this 
childhood streetscape were also tall, narrow, elegantly crafted, and built to withstand the 
frequent earthquakes. The home was perched on one of Wellington’s many steep hills, 
where wild winds lashed the weatherboards, frequently causing the house to sway and 
rattle. 
Since 1990, I have lived away from my native country of New Zealand, but returned 
for regular visits every year. In each visit up until the house was sold in 2011, I was struck 
by the “woodenness” of the house. Its carved, wooden fireplaces, banisters, floorboards, 
and weatherboards meant I was encased in wood like a protective blanket. Its stately, 
external form, combined with its tall ceilings and impractical narrow rooms, inspired an 
otherworldly feeling, and I often imagined I was of another era. The house had its own 
stories, learnt through childhood tales, neighbourhood gossip, and my mother’s research at 
the Alexander Turnbull Library.52 For example, neighbours had seen the ghost of a Maori 
woman sitting up in our bay window with a Moku on her chin. This coincided with the fact 
that the original owner at the turn of the twentieth century had been a Maori woman. As a 
child, I once found a small Maori carving in the sea, covered in seaweed. I brought it home 
and put it in the bath to clean the next day. I never found it again and my parents swore 
they hadn’t thrown it away. I fancied the idea that I had brought it back to this Maori lady. 
 
Modes of travel 
 
One autoethnographic-informant referred to my house as “a quintessential Wellington 
home.” As an outer-suburban Wellingtonian, whose family was dependent on a car for 
transport, she had known Wellington largely through the windows of a car. Her experience 
of Wellington had been different to mine, which was dominated by walking and taking public 
transport. She had been driven everywhere, but, for me, navigating the city without a car 
fostered in me an early sense of independence, and a different topological understanding of 
Wellington from hers.  
We talked about our memories of watching for the Inter-island Ferry’s sail from the 
South Island. From her house, she would have seen it before I did, as she could see the 
boat entering Wellington Harbour from Cook Strait. (The view from my house was 10 or so 
                                                
52 The Alexander Turnbull Library is a small library in Wellington that holds archival photographs and 
newspaper items relating to the history of New Zealand (see https://natlib.govt.nz/collections/a-z/alexander-
turnbull-library-collections). As our house was heritage-listed, there were important documents and photos 
pertaining to the house’s history.  
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minutes later, when the ferry berthed in the harbour dock.) She recalled watching out for 
the ferry when it was carrying her grandmother for her annual visit from the South Island. 
The sighting of the boat would be the cue for her family to get in the car and race the boat 
around the bays of this coastal city, to where it berthed.  
 Our talk made me realise how trains and buses were unfamiliar to her childhood 
experience, but how uniquely important they’d been to my own. I had taken for granted my 
childhood experiences of place in Wellington that involved knowing the routes of buses, 
then waiting for, and climbing on and off, the old trolley buses. I recall the sound and smell 
of these buses, whose asbestos steps were often wet with rain from soaked passengers 
and dripping umbrellas. I have fond memories of travelling to and from my grandmother’s 
farm on dusty, burgundy-coloured trains. One such memory is captured in Train to 
Plimmerton (Figure 4).  
I also knew Wellington through walking, as my mother did not drive and my father had 
a van, which he used, daily, in his work as a builder. Summer times would involve long, hot 
walks in to the beach, where my mother would bribe my sisters and I with a lolly once we’d 
reached a particular lamppost ahead. This would, of course, cause us to run ahead and 
wait – most probably giving my mother a break from our complaints.  
These childhood memories of growing up in Wellington were explored in my 
Wellington artist residency at Marsden College, and, at times, living in other places and 
reflecting on Wellington. The painting, Green Room (Figure 12), for example, depicts 
myself in my childhood bedroom with a painting on the wall that in turn conjures the bus 
journeys, hills, and my childhood house on the hill. 
 
Being in my childhood bedroom 
 
On a windy but warm November day in 2011, I am in the Green Room (Figure 12). 
This is upstairs in my childhood home in Wellington, before it was sold. I sit on the window 
seat, gazing through the bay window, scanning a scene embedded in my memory and 
psyche. From here I see most of Wellington city, and the harbour between the valley walls. 
Coloured wooden houses and roofs decorate the steep hills and valleys as far as my eye 
can see.  
Liquorice twist power lines swing below me off wooden lampposts that lead down the 
steep road on my left into town. To my right, pastel shaded houses contrast the dark green 
bush over the valley of Newtown and Berhampore. Looking straight ahead, I am level with 
Government House. I look over this Tudor style mansion, with its turret and flagpole nestled 
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in lush foliage halfway up the hill. This hill slopes upwards to my left culminating in the Mt 
Victoria lookout. 
Government House is where the queen stays when she visits Wellington. I am struck 
by how this view had been a big part of my life until I was 18. I think back to the many hours 
spent hoping that I’d catch sight of a member of the royal family in residence. The 
permanent placement of government house and its baroque architecture contrasts with the 
aeroplanes that appear in the sky directly behind it.  
I hear the rumble of a plane as it takes off from the airport on the other side of the hill. 
In a few moments, the sparkle of a modern aircraft comes into view, heading diagonally 
upwards, from behind government house. I savour this sight and sound, as it is familiar and 
comforting to me. It dawns on me that this scene, especially the contrast of the old 
(mansion) and the new (aeroplanes) represent my fascination with otherworldly things, and 
my desire to travel extensively. Old and new, and things representing travel, dominate my 
art: trains, boats, buses, birds, paths, and the flying dress.  
* 
Like me, Kathryn Mansfield had travelled and migrated from Wellington. Her short 
story At the Bay recalled her early years spent holidaying in Days Bay, a seaside suburb of 
Wellington. At the time of my artist residency in Wellington during 2002, I also became 
aware how my childhood memories were strong inspiration for creating my art. For a while, 
I was interested in nothing else. I was exploring my rootedness to place and had a total 
feeling of warmth and of being home – a feeling I realised I often live without in my adopted 
homes outside of New Zealand.  
My hometown of Wellington was a lovely, but also unsettled, place for me. Its physical 
turbulence of earthquakes, constant wild weather, and feeling these effects in the tall, 
swaying, wooden house in which I grew up, contributed to this. My father had migrated to 
New Zealand in his thirties, from troubled Northern Ireland, so he was also a little unsettled. 
As mentioned earlier, the reminder that our family also belonged elsewhere meant I 
sometimes felt I didn’t fully belong in New Zealand. 
That I travelled to stay with my grandparents at their farm for most holidays added to 
this unsettled childhood place. My strong connection to my grandmother, and her home, 
created a pattern of living in two different places. This was both a positive and unsettling 
experience of place and identity. Further to my familiarity with, and acceptance of, being 
unsettled is the contribution of regular travel (past and present) and migration to Australia. 
Place as a result becomes unsettled and a comfort zone, consolidated from habits learnt in 
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childhood. I create(d) art from these experiences, and, as an artist, I found being unsettled 
is a necessary resource to reap, rather than a force to control.  
Such unsettled experiences of myself as artist are set against the meta-narratives of 
New Zealand as a paradise; New Zealand as a harmonious multi-cultural society.  
 
Theme: A foreigner in foreign places 
 
Perhaps due to my transient childhood, my early independence born of public 
transport adventures, and my father’s buoyant but teetering role modelling, I have been 
particularly drawn to a life of travel. Having lived in different countries, unsettled migrant 
experiences have also been inspiration for creating art. Places in which I was living and 
about which I was creating art in the “there and here of being” creates unities of self and 
place (Malpas, 1999). I chose to become a migrant (as compared to migrants who are 
forced to leave their home country, due to war or famine).  
Similar to Jane’s habit of putting herself into foreign places (i.e., lock-up facilities), I 
had a habit of moving to try out foreign places and different jobs (career trajectories). This 
travelling identity was encouraged by my appetite for reading travel books by authors such 
as Paul Theroux and Dervla Murphy. It was also encouraged by my community in New 
Zealand, where the question was not if you were going to travel abroad but when. As an 
adult, inspired by fellow New Zealanders, at 22-years-of age I travelled alone to Europe. I 
was slightly nervous about the prospect, but my excitement to see the world and be totally 
free overrode my fear. For these three years of travelling alone, I found it thrilling putting 
myself in foreign places and being “the other.” 
 
Theme: Self-portraiture 
 
As I conducted narrative analysis of Luigi’s case, the similarities and differences 
between our experiences of Melbourne and Victoria were identified. This was particularly 
pronounced with his version of the National Gallery of Victoria (NGV) depicted in his 
painting, and my rather different experience of this place. Like Luigi, I also put myself in my 
art and partially invent places. I do this in my unique way, by including myself in most of 
my paintings and drawings as figures or symbols (such as the dress) that represent me. 
The Three Graces (Figure 3), for example, depicts my impression of a desert of Australia’s 
interior along with a giant crocodile and (my version of) the three women dancing on its 
nose. I draw on knowledge about the desert and crocodiles not from being there but from 
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other sources. I also reference art history, such as The Three Graces, from Sandro 
Botticelli’s painting, Primavera. In my painting, I am one of the three graces (as I am one of 
three sisters).  
The old-worldly inspiration and childhood of sewing re-appeared in my fourth year of 
art school. Fed up with the minimal form of Mondrian’s paintings and Cezanne’s planes that 
dominated my painting instruction, I made old-fashioned dresses on a mannequin in my 
studio to paint and draw. I then developed an experiential way of painting, meaning that the 
painting would often start with an expressive underpainting, from which I would then see 
images and draw them out from the welter of paint. Occasionally, I would start a painting 
with a specific idea of an image or drawing in mind (usually the dress), only to find my 
imagination digressing to other thoughts. My approach was usually to “go with the flow” and 
discover what images emerged from such creative-artistic processes. 
Having travelled, I knew from past experiences that being in a place is never 
permanent. I wanted to capture through sculpture the existential and ephemeral nature of 
belonging; How long will you be snared on the branch of a tree before the wind picks you 
up and takes you somewhere else? So emerged The Wind in the Billows (Figure 15). 
Engaging the commonplace, I imagined a dress having blown off a clothesline, floating 
above its heritage gardens and architecture in Victorian era Geelong. I liked the idea that it 
might have been flying around in the distant past and become snared on the branch of a 
tree in the botanical gardens (where this sculpture was first erected).  
Through writing autoethnography, I came to understand the dress as my glue to my 
culture, and a way to represent my relationship to my new home, Geelong. The hoop skirt 
and bodice celebrate the female form, whilst constraining parts of the body, covering or 
emphasising other parts. In this sense, it is an important cultural and social symbol that I 
embodied. Although others may resonate with this (people have told me they do at my 
exhibitions), I do not present this as a universal depiction of women – it is my unique 
ensemble of experiences and therefore encompasses my identity. This sculpture also 
depicts how I travel through Geelong, and my connection is being snared on one of its 
trees. This contests the findings from Hauge’s (2007) and Lewicka’s (2012) research that 
show that place attachment develops from living in, and spending time in a place. Despite 
having lived in Geelong for seventeen years, I still do not feel attached to Geelong.  
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Theme: Figure/ground relationships as representing identity/place relationships 
 
The subject matter of my art represents my interconnections of place and identity 
through myriad place/identity experiences, such as my childhood, travelling, other places in 
which I live and with which I identify, memories of place, and imaginative thinking. Pivotal to 
these phenomena of place and identity that have become known through my artistic 
practice, is the process of painting where figure and ground relationships must be made in 
order to create a painting or sculpture. It is through the process of making figure ground 
relationships in the experiential way in which I paint, that the subject matter emerges. From 
this process, composition forms, design elements are considered, and an aesthetic artwork 
emerges – often with a visual narrative.  
Thus, when art is as autobiographical as mine, the process of creating figure/ground 
relationships occurs in both a formalist and narrative way, resulting in artworks that 
represent self and place. 
 
Theme: Place-based identity  
 
Like Luigi, I have constructed my personal connections to places of which I am fond or 
to which I feel connected. I would not paint subject matter already painted by other artists, 
without including my own narrative elements, or other subject matter in conjunction with 
this, to make it my own. I would not, for example, entertain the idea of painting the Sydney 
Harbour Bridge, for two reasons:  
1. I don’t feel strongly connected to Sydney as one of my places; I have never lived 
there, so do not identify with it as a resident or through any family connections, friends, or 
ancestors.  
2. Even though my style of painting could suit it, artists such as Ken Done and Victor 
Rubin have already done a substantial job of painting the Sydney Harbour Bridge.  
If I did get inspired to paint the Sydney Harbour Bridge, I would need to gain credibility 
by developing ideas through drawing, painting, and perhaps sculpture, in order to explore 
what my version of Sydney Harbour Bridge art would be. A reason for this is at the heart of 
my practice is an interest in exploring the new, being innovative, and not copying what is 
already done. Thus, the experiential, creative-artistic process is essential to my work, as 
are where my images develop from (as opposed to plein air painting), and also where I 
source ideas for my art.  
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Theme: Partially-inventing places through painting 
  
The places I invent in my landscape paintings are, for works such as Dress at 
Bundanon (Figure 6) and Aro Street (Figure 10), partially based on real places. However, I 
am not interested in representing places as they are. I am excited by the prospect of 
including meaningful places and symbolic imagery in compositions that, together, tell a 
narrative.  
 
Theme: Travelling  
 
The theme of travelling is strong in my work, and has been alluded to already. As a 
New Zealander and child of a migrant, travelling has been instilled in me. Growing up in 
New Zealand, I heard many tales of New Zealanders travelling alone and making a success 
of their artistic careers overseas. The message was that artists have to travel, and that it 
was more likely that they would be successful overseas than in New Zealand, because of 
vastly greater opportunities. It is not surprising, then, that this is what I did. It is also not 
surprising, perhaps, that the themes of travel and journeying re-occur in my artistic practice.  
In 1998, I was inspired to paint Travelling Companions (after Augustus Egg) (Figure 
14), having seen Augustus Egg’s painting Travelling Companions. Being inspired by, or 
even appropriating other artists’ works, is part of many visual artistic practices: I created 
my own version of two women travelling in a train with my own invented scene outside. 
This painting represented me, and my journey through life. It also depicts a female 
companion and me (as the title suggests), which represents the one-on-one time I prefer 
to spend with each of my friends. Therefore, this painting is me and a friend, or two sides 
of myself. Whichever interpretation I decide, they have in common the relational aspect of 
being – we are not alone – we are not in silos.   
If I focus on the interpretation of this painting being two aspects of myself, then I see 
the reader and the dreamer. These interpretations are provided in italics below. 
 
The dreamer is the one asleep whose head is in a darkened place shadowed by the 
curtain (on the left). The reader is sitting upright (on the right) and using the light of 
the window to read and think. These are certainly two aspects of myself that inform 
my practices as artist, researcher, and art educator: learning from others ideas is as 
important as contemplating, dreaming, and sorting out ideas. Learning through 
reading and contemplating is balanced with “doing” in artistic practice. 
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Artistic practice 
 
The background scene of this image emerged in an experiential fashion to fit with the 
other colours, shapes, and forms in the painting. When painting experientially, I let the 
marks of the painting inform the direction of the painting and the imagery that emerges. 
This painting process requires me to paint with particular brushes, colours, and media (so 
the painting works structurally with the brush marks, is archival, and won’t crack).  
 
  An icy landscape emerged with mammoth-like creatures and giant lilies. This is an 
otherworldly place of an unknown time. The lilies represent death and the icy surface 
represents a place of harsh survival. Neither of these two women in the carriage are 
noticing this place; they are passing through. 
 
This painting depicts several places: (a) the carriage, (b) the imaginary place to which 
reading the book is taking the woman, (c) the place dreamt of by the sleeping woman, and 
(d) the place through which the train is travelling. Malpas’s theory (2012) that being in 
locales is important to the gathering of place is relevant here, as I have presented two 
physical locales. The imagined, remembered, and dreamt places, which the women 
experience through reading or dreaming, may be influenced by their being in this locale. It 
is also likely that these experiences are informed by past place experiences, as past 
experiences form our identity (Giddens, 1991; Freeman, 2010b), narratives help construct 
identities (Bruner, 1985, 1986, 2001, 2004a; Giddens, 1991; McAdams, 1996; Podsiadlik, 
2007), and, as my autoethnography and the four narrative accounts reveal, are shaped by 
our experiences, knowledge, and relational pasts.  
 
Concluding remarks 
 
It is apt to refer to the theme of travelling at this stage of my thesis as I have been on 
a PhD journey, rather than continuing my practice as an artist. The paths, the flying dress, 
the trains, horse, and flying birds have symbolised my life journey, as has the hermeneutic 
spiral that I have experienced as researcher on an interpretive journey with the four artist-
participants. 
I find it interesting that a place that has been mentioned and re-visited in my 
autoethnography is the artist residency at Marsden College. Reflecting on this, I think it is 
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because this was a time when all I had to do was create art. Usually I am juggling other 
jobs, but on artist-residencies artists are paid and supported to be artists, in a place that is 
dedicated to this pursuit. This residency and the one at Bundanon, NSW, were like 
stepping off the train that is my life and indulging in one of the main reasons I am on this 
Earth. I found it to be an emotional time, because of the support I received, and the focus 
of the work I felt obliged to do in return. These are vital places for artistic practice, because 
of the purpose with which residencies are designed, but I found it interesting how I found 
my own identity to each place. My identity to Marsden College was that it was like 
revisiting my past in Wellington. My identity to Bundanon was that it was a rich cultural and 
natural environment on the Australian landscape. It enabled me to experience both these 
environments, which are important to my sense of place as an Australian. 
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Chapter 9 
Findings, Conclusions, and Recommendations 
 
Introduction  
 
 This chapter is a discussion of findings that emerged from thematic analysis of the 
four case studies, presented as Chapters 4 to 7, and my autoethnography, presented as 
Chapter 8. It focuses on how these five chapters answered the following research 
questions: 
 
1. What can be understood about each artist’s account of place and identity?  
 
2. How do the artists encounter, use, or draw on, themes of place and identity in their 
creative practice, products, and thinking?  
 
3. In what ways do the artists’ places influence their constructions of identity? 
 
The following pages are structured with each of these questions as a heading. Under 
each heading, I summarise and highlight findings. I then identify implications of this 
research for my other fields of practice, and recommend ways in which these findings can 
inform practices such as teaching, artistic practice, creative art therapy, and research. 
 
Findings 
 
Research Question 1: What can be understood about each artist’s account of place 
and identity? 
 
FINDING – Each artist had unique understandings of place and identity that nested 
within an overarching theme of homes and histories. 
 
Adele - homes and nature 
Adele’s overarching place was her “home” linked with and encompassing nature. Two 
home places were mentioned: her Geelong-based home, where the interviews took place, 
and her childhood home of Robe, where she continued to holiday and make art. She also 
mentioned a previous home in Melbourne, and ancestral places in which she had spent 
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time (Scotland and Ireland). These places were nested in the overarching place-concept of 
Home and carried into her creation of her ideal place – her family home in Geelong; an 
amalgam that encompassed her past, and included her family, friends, and nature. Adele 
identified strongly as a home-based person, who embodied her different identities with her 
different places, saying “You take your place with you.”  
The natural environment, as the overarching but connected place for Adele, was 
informed by her knowledge as scientist and environmentalist. Her art held themes of 
“interconnection” and “exchange,” as she sought to connect with others through creating 
and exhibiting art about the environment.  
 
Jane - family  
Jane’s overarching theme was family. Most of the places to which Jane referred were 
geographically nested in Melbourne. To these nested places in which she and her family 
had lived, she had taken place with her in her suitcases. These moving, nested suitcase 
bundles included her birth-place of Croatia, and her migrant journey to and through 
Australia with her family.  
Her identity as an artist was a kind of gathering of her past places and identities. This 
included her identity as an academic person. Jane identified as a politically- and socially-
informed person, and this identity was influence by growing up in a family who discussed 
social and political issues.  
Jane’s life as an artist was separate from her former life as a welfare worker; the 
colleagues and friends she had mixed with in her former occupation were now estranged 
from her. She alluded to two professional identities, connected to different parts of 
Melbourne, with different communities of people (i.e., different geographic, cultural, and 
social places). Her family, and connecting self through her artistic practice, seemed to be 
stabilising forces in Jane’s life. 
  
Henry - farming and a connection to land 
Henry’s overarching theme was farming and a connection to land. Three key places 
that were revealed about Henry, were his two studios and the Indigenous community he 
visited to teach woodcarving. These three places were set in the larger place of (his 
version) of Australia. Henry’s national identity was informed by his experiences of other 
places, professional work (the field of art), and having grown up on a farm. His experiences 
in Indigenous communities also informed his notion of Australia, and he sought through his 
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artistic practice to find a unique Australian kind of art – distinct from European influences. 
He stated: “our uniqueness is our Australian-ism.” 
Henry seemed intent on finding a focus and distilling experiences. This was explained 
with his theory of a pyramidal structure of experience and knowledge in art where artists 
cast out what they don’t want and are left with what is important. This “focus” occurred 
within a mindset that sought to acknowledge a unique Australian identity for artists. Henry’s 
sculptures were formed through working with materials that were meaningful to him, so as 
to find a minimal way of representing complex issues. Henry’s places, his practice, and the 
materials he used were linked to the land.  
 
Luigi - Victoria, Australia 
Luigi’s overarching place was Victoria, but Melbourne dominated. Predominately he 
had constructed his identity as a Melbourne artist, inseparably linked to his home and 
studio, minutes from the central hub. Luigi was inclined to savour Melbourne through his 
night-time walks, sitting and drawing in various locales. In his studio, he then fashioned 
scenes partially-invented (or, as he stated, “jig-sawed together”), based on these places. 
His passion and identity for parts of Melbourne, as well as regional Victorian places 
(Mildura and Geelong), inspired him to explore them through painting. His own activities, 
observations of places, and people came together in his painted and drawn compositions. 
These represented a kind of self-portrait, in a similar way that Brett Whiteley’s Self-portrait 
in the studio did in his personal home-environment above Sydney Harbour. Luigi differed 
from Whiteley, as he often portrayed people in public places. This showed how important 
community was to Luigi – there were always people in the places he constructed, and his 
places were largely informed by his interpretation of the social dynamics of place. 
 
Shelley - family and ancestors 
The overarching places for me are ancestral places, but not so much the geographical 
aspects of these places – more how I know them through stories, imagination, and 
memory, and processed through my art. The places I create in my art are inspired by real 
or remembered places, but are usually surreal and feature myself in them as a figure, 
dress, or bird. I use my artistic practice to understand my relationships to places during my 
life journey, and how they connect to my identity. I use art to “take place with me,” to try 
myself out in places, and, more recently, to capture my interconnection to place through 
patterns. 
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FINDING – Each artist recalled childhood experiences that they found informed the 
way place and identity were explored in their practices.  
 
Felting with wool and breeding coloured sheep whilst growing up on a farm influenced 
the use of natural materials (including felting) and the meditative nature that Adele 
associated with creating art. Encouragement from schoolteachers, and having an early 
identity as a creative-artistic person, had contributed to Adele, Jane, and myself in 
becoming artists. 
Henry explored wood and earthy paintings that referenced his childhood place of a 
farm. He was comfortable and familiar with earth-based materials, because of a past place 
that had shaped his identity to earthy, natural places. The subject matter of his art was a 
combination of different news items, feelings, or ideas that came together as part of his 
Australian identity, that was in turn connected to the land and Australian cultures with which 
he identified. His artistic practice was a process of bringing these together. 
Luigi was a child migrant, who came to Melbourne in his late teens. Finding a home 
was significant for him, and he firmly identified with Melbourne and his close-knit 
community of friends and family as home. More recently, he had created artwork in Mildura, 
about Mildura – a place close to where he lived in his childhood. He also mentioned that the 
skies of his childhood place of rural Victoria featured in a number of his paintings. 
Jane noted that her habit of collecting artefacts, storing, and labelling these had roots 
in her hobby of stamp collecting as a child. Her migrant journey as a child also contributed 
to these collecting and cataloguing habits. Her habit of dressing up and being 
photographed was also part of her artistic practice and stemmed from childhood habits. 
Some of my childhood experiences shaped the reason I went to art school, and the 
kind of art I created. Encouragement from teachers and peers, and the fact that there were 
artistic people in my family, meant that I was a child who identified as an artistic-creative 
person. Wellington, holidays, the natural environment, and my heritage are important 
themes in my art. I was compelled to explore these themes as I reflected on where I had 
come from, who I was, what I had become, and who I am. Processing such feelings 
through my art was a way for me to make sense of my changing places and shifts in 
identity.  
When artists engage in their artistic practices, they are doing so in the art world, which 
is a field that has social, cultural, economic, political, material, and physical dimensions. 
Artists’ work is recognised as art and creative by the field of experts – in this way the art 
world becomes the arbiter of what can be considered as artistic (Becker, 2008; 
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Csikszentmihalyi, 1996, 1997). The domain is the practice and the field delineates what is 
considered good in the practice, thus the field can be understood as shaping elements that 
informed these experiences.  
The shaping forces that informed each artist’s practice are laid out in the second 
column of the table below. The identities or roles, including the type of artist they became, 
are in the third column. These roles and identities have emerged from the shaping forces of 
the second column and the various practices that have developed in these artists’ lives.  
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 Table 3: Shaping forces of artists' practices, places and identities 
  
 
Table 3 shows the variations of early experiences for each visual artist’s practice, 
identity, and place. It shows how artists interpreted, created, and engaged in their visual art 
!!
Name Variations of early experience that informed each 
artist’s visual artistic practice (and other practices) 
The type of artist they became amidst other roles and identities 
Adele - Childhood farm life in Robe; 
- Multiple homes; 
- Celtic/migrant ancestors – spiritual interconnection to 
place; 
- Encouraging art teacher; 
- Grew up felting and breeding coloured sheep; 
- Not encouraged to go to art school but encouraged to 
become a scientist; 
- Became a textile-based artist having completed a 
degree in this. 
Artist: Who explores her natural and social environment through her artistic practice. 
 
Also Adele’s roles within her other fields are:  
- Genetic Scientist  
- Family person (daughter, sister, mother, wife, sibling)  
Henry 
 
- Childhood farm life in Melbourne; 
- Encouraged to go to art school; 
- Familiar and skilled at building and making things; 
- Went to art school and did painting, printmaking, and 
sculpture. 
Artist: Who has knowledge of particular artists’ work, works full time as an artist, has built his 
own studios and landscaped his gardens. He uses these spaces to create and exhibit his work. 
He also exhibits in a range of galleries and sculpture venues. 
 
Also Henry’s other roles within his other fields are: 
- Family person (father, son, brother, and husband) 
- Occasional farmer  
- Occasional teacher (Indigenous communities) 
Jane - Migrant experience as a child; 
- Multiple homes; 
- Grew up sewing and creating own costumes; 
- Multiple professional and cultural identities that were 
associate with places; 
- Encouraging art teachers and family; 
- Became an artist later in life, drawing on her 
academic study and textiles work; 
- A multi-modal artist who works in sculpture, painting, 
and textiles. 
Artist: Who tries to link her different places and identities through her artistic practice. There is 
therefore a psychoanalytic and therapeutic dimension to her art that is distinct from the other 
artists. She has an awareness of the work of some artists but is not too swayed by what others 
are doing in the art world. She is not trying to exhibit in top galleries or be represented by 
certain art dealers. She does however attend art classes sometimes to stay connected and be 
mentored, as she is interested in her own development as a person and artist. 
 
Also: 
- (Past) social worker 
- Family person: Daughter 
Luigi - Childhood farm life in Mildura; 
- Migrant family – non-English speaking environment; 
- Moved to city where he found home; 
- Freedom to go to art school; 
- Studied painting at art school and has been a painter 
ever since. 
Artist: With a strong identity and reputation as a Melbourne artist who draws on a tradition of 
what a Melbourne artist is. He is aware of what other artists are doing and how he fits into a 
tradition of Melbourne artists alongside them. He also identifies with other regional places in 
which he has lived (Mildura district) and worked (Geelong).  
 
Also:  
- Family person: Husband and son 
Shelley - Childhood in old-fashioned city house and 
grandparents farm (2 homes that involved regular 
travel); 
- Encouraged by art teachers and family to create art; 
- Grew up sewing and created own costumes; 
- Freedom to go to art school; 
- Studied mostly painting at art school and mostly 
works as a painter; 
- Through teaching, has learnt some advanced textile 
skills so also explores mixed media and sculpture 
work. 
 
Artist: Who creates imaginary scenes derived from places with which I have connected. My 
work shows my displacement but also the transient nature of life - I take place with me through 
the journey of my artistic practice. I am aware of the art world and how I fit in, what I hope to 
change and roles other than artist with which I have experience or in which I wish to engage. I 
identify with both individual artist and community artist. 
 
- Family person (mother, daughter, sister, and wife)  
I do not see my role as artist greatly separated from my other roles because I draw on personal 
experiences in my work. 
- Art educator.  
- Creative arts therapist.  
!
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field (and other fields) with multiple degrees, and this resulted in them having multiple 
identities and roles. This supports Stryker and Burke’s (2000) claim that collective identities 
of a field or culture can assume standardised roles, when in fact they are multiple, and have 
unique qualities that draw on people’s past identities, contexts, and places. 
An example of this is how Adele grew up in a fairly creative household, and was 
encouraged by her artistic ability to the extent that she won awards, yet was encouraged to 
have a career in science rather than art. It became clear to me that Adele explores place 
and identity, through her artworks focusing on nature and the environment but also 
referencing political and social issues. These draw on qualities with which she grew up. As 
an artist, she realises that her family influences, her interest in science, art, and her rural 
life have influenced her roles and identities in adulthood.  
Luigi explained how an art dealer (one of the stakeholders in his field of art) had 
assumed the gridding in his paintings was directly related to the “gridding from growing up 
on a farm where there were grape vines.” The dealer had also assumed that the gridded 
streets of Melbourne had influenced the gridded structures of Luigi’s paintings. Luigi was 
quick to tell me: “He thinks that may have had an influence but I don’t. I like organising 
things, you know, a mathematical way of working in a sense.” Indeed, Bachelard (1994) 
suggests such compositional structures stem from all sorts of places and spaces Luigi 
experienced as a child – not necessarily these obvious ones. This is a reminder of the 
multiple and nested place/identity experiences that lead to the way people are, their roles, 
practices, and identities: Rural people do not necessarily gaze out over gridded 
landscapes and experience farm-life in this way.  
These place aspects, and those of the other artists’ works, exist despite the influence 
and encouragement of teachers, mentors and the many stakeholders and gate-keepers of 
the art world and other places. This finding adds another dimension to Taylor and 
Littleton’s (2012) suggestion that art schools are where potential artists “take on and 
rehearse a creative identity,” because art schools are a “rich source of resources for this 
identity work.” This might be true, but other places also inform practices and identities as 
artists and these multiple dimensions of place and identity need to be considered in the 
many artists places (including art schools).  
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FINDING – Change is integral to artistic practice. Change can involve travel, which 
leads to different place-experiences. Changes to a person’s understanding of each 
place he/she experiences, affects his/her identity with these places.  
 
All five artist-participants told stories of travel and change. Luigi, Jane, Adele (her 
felted art piece in particular), and myself, created painted scenes with the self symbolically 
“in them.” Henry drew on ideas from “all over the place” to create interesting ensembles of 
place and identity, encapsulated in sculptures (such as the one that represented: “Hope 
after the Iraq War”). Each work, and his overall signature style as an artist, was developed 
over time.  
Travel involves time, changes to space, and place experiences. Travel displaces and 
can be unsettling, but is also thrilling, and can provide different perspectives about the self 
and habitual behaviours of oneself and others. In the Prologue, I shared my experiences of 
travel between the two homes I had as a child. This wasn’t my choice (not that I have any 
regrets), but for many adults, travel depends on freedom and financial means. Many artists’ 
practices revolve around their freedom. Tuan notes: 
Freedom implies space; it means having the power and enough room to act, being 
free has several levels of meaning. Fundamental is the ability to transcend the present 
condition, and this transcendence is most simply manifest as the elementary power to 
move. (1977, p. 54) 
 
Embracing their freedom of free speech, and expressing themselves through their art, 
the artists in this study transcended their current conditions. They did this by drawing on 
their past experiences of place by exploring multi-dimensions of place. Jane used art to 
bring her different places and a somewhat fragmented self together. I recognised that in my 
older work, I was trying myself out in places because they were unfamiliar to me, whereas, 
in artworks I created since 2005, I expressed my connection to place through creating 
patterned places. My autoethnography and art reveal my changed relationship to my 
adopted home of Australia over time, processed through my artistic practice.  
 
FINDING – Artists explored the here of being in their studios and other locations. 
They reflected on other places from their here experiences. 
 
Related to travel, all four artist-participants moved between their studios and other 
places where they created art. Examples of this were Luigi’s plein air paintings and Adele’s 
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felting that she did in Robe. Such changes of place created a disturbance to “being in 
place” for these artists. Their regular movement or travel to other locations meant these 
artists experienced the “here” and “there” of being. This is not unique to artists, as people 
do this as they go to work places and visit others, but these artists did not have to do this; 
they initiated these shifts in place themselves, as part of their practice. Their self-motivation 
to change places suggests that some artists have a desire to be unsettled and not get too 
comfortable, and perhaps to see things from the different here/there perspectives. 
As such the “here of being” can be understood as the place where the artist created 
his/her artwork (i.e., studio, community place, home, etc.). The “there of being” is when the 
artist thinks about or references other places, times, identities, and so on, as part of the 
gathering process of creating art. For example, Luigi, Jane, and myself all narrated 
experiences of creating scenes in our paintings that were sourced from where we were 
(here), but drew on reflections, sketches, memories, and so on, of other places (there). 
Henry created art about his “here” experiences of being, through creating multiple 
sculptures and paintings (in both of his Melbourne-based studios). An example of his 
“there” experience of being was when he spent time with Indigenous communities in their 
place. These “there/their places” were not directly part of his artistic process, as he did not 
create art there. One of the reasons he gave for this was that he found the flatness of the 
land limiting. He said, “You can only see so far in flat country.” Instead, Henry got “more of 
an idea of those places through travelling through them and in them: going out on a boat 
going up through the rivers.” Such experiences, he said, gave him “more sense of the lay of 
the land and ideas, rather than being stuck in one spot.” Once back in his studio, Henry 
drew on this experience as part of his artistic practice. The “here” experience of creating 
work in home/studios, suggests studio spaces are kind of incubators for gathering the place 
experiences.  
Being more conscious of these “here” dimensions to place, in conjunction with the 
domain and other dimensions of place experience, highlights what artistic practice meant 
for the individual. The dimensions of artistic practice are provided along the top of Table 4 
in blue. The dimensions of place (which are interconnected with identity) are provided in 
the first column in italics. The table shows the intersection of these dimensions of visual 
artistic practice and place/identity discussed so far.  
This graph could be used for judging and understanding the place and social 
dimensions of artistic practice, in art criticism. It could also be used to teach art, and to 
assist students to critique their own work and the work of other artists, using the 
dimensions of artistic practice provided in this table. 
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  Table 4: Dimensions of place and artistic practice 
 
 The style of work The images created Materials used Techniques used Genre: Also, within the genre, 
whether the artwork is objects 
or a happening (performance, 
installation) 
The artworld 
 
(Each 
discipline has 
a field of 
experts and 
gatekeepers 
who decide 
what is of 
value or not) 
What styles are 
acceptable to the art 
world?  
 
What styles challenge 
the art world?  
 
What is the artist’s 
market for the style of 
work he/she creates?   
What images are 
acceptable to the art 
world?  
 
What images challenge 
the art world?  
 
Who else explores this 
imagery in the art world?  
 
How is the artist’s style/ 
imagery unique? 
What materials are 
acceptable to the art world?  
 
What materials challenge 
the art world?  
 
Are the materials used 
consistent with the subject 
matter and style (as they 
may be judged 
accordingly)? 
 
Is materiality an issue for 
the gatekeepers of the field? 
The field of experts 
(archival)? 
What techniques are 
acceptable or challenge the art 
world? 
(Is the artist using an unusual 
technique that is not associated 
with the images, style, or 
materials?) 
 
Is the technique valued by the 
field of experts and 
gatekeepers?  
 
What is the power relationship 
of technique (is the artist the 
technician)? Are the 
techniques held up as expert or 
basic? 
What is the genre of the 
artwork? Is it impressionism? 
Is it contemporary art? (See 
Heinich, 2014). 
 
How is the artwork and 
practice situated in the history 
of this genre, within the art 
world? Does it challenge a 
genre, align with it, mix genres, 
etc. How is this accepted in the 
art world? 
 
Social field Styles can be socially 
influenced. 
 
Artworks that draw on 
styles and present 
certain images or 
concepts in these styles, 
can communicate social 
issues. 
 
Society informs the 
identities of artists who 
in turn create artwork of 
a particular style. 
Images are socially 
constructed. When 
creating images in art we 
are influenced by these 
socially constructed 
images (media imagery) 
and other images from 
around us. 
 
Art images inform society. 
Society informs the 
identities of artists who in 
turn create certain images. 
Materials hold symbolic 
references to the social 
(Materials used in 
Indonesian Batique art are 
socially important to 
Indonesian culture; Flax is 
important to Maori weaving 
and Maori society). 
 
Some artists play with the 
social acceptability of 
materials (painting with 
blood; exhibiting faeces, 
etc.)  
Techniques can be socially 
developed, but also socially 
classed: Felting is a technique 
often associated with Steiner 
school, or the rural. 
 
 
Society informs artworks and, 
when artworks are exhibited or 
performed, society is 
influenced. Art events that 
engage society arguably do this 
more than objects of art. 
A discipline 
other than 
visual art 
 
Disciplines affect styles: 
If you explore 
pixellations, your work 
might be informed by 
computer technology.  
Disciplines known or 
unknown can inform 
subject matter and images. 
Particular materials are 
suitable to particular 
disciplines: Water, salt, and 
earth are used to portray 
environmental scientific 
issues in art. 
Particular techniques are 
suitable to particular 
disciplines: The technique of 
drafting is used to explore 
architectural issues in art. 
Genres of art can explore and 
refer to different disciplines. 
The artist’s 
locale 
Style develops over 
time, but the locale of 
the artist can influence 
this. 
Images may be directly 
sourced from the locale. 
Materials may be used from 
the locale (clay, found 
objects) or brought in. 
Techniques will be used that 
are suitable to the locale, i.e., 
carving ice in a hot studio 
won’t work. Attempting plein 
air painting of a natural 
landscape will not work in a 
dense urban site. 
The artist’s locale is created for 
or partially determines whether 
objects are created or 
performed. It also determines 
the scale. The style of the place 
can inform and inspire certain 
works, too. 
Memory of 
place 
(including 
physical 
mementoes) 
Memories of places 
affect style. The 
emerging style might 
trigger an exploration of 
memory or mementoes.  
Images of remembered 
places can end up as 
subject matter for artwork. 
Exploring imagery or 
subject matter can trigger 
other memories of places 
that get incorporated into 
the works or start other 
works.  
Material such as paint may 
be able to capture 
remembered images. 
Materials may trigger 
memories of places or 
remind the artist of when 
these materials were used in 
the past. 
Techniques of drawing or 
painting, depict remembered 
images.  
 
Film techniques such as fade 
in-fade out show memories.  
Memories of places can inform 
the subject matter of art and 
performances (Martha 
McDonald). 
Imagined 
places 
Stylistically imagined 
places. 
 
Responding to places 
and styles of other 
artists (as does the artist 
Cameron Bishop with 
art history). 
Looking at art images can 
trigger new imagined 
places. 
 
Imagining places inspire 
new images in art.  
 
Responding to places and 
images of other artists (as 
does the artist Cameron 
Bishop with art history). 
Materials are used to depict 
imagined places as art.  
 
Looking at the materials of 
art can trigger imaginings of 
places. 
Techniques such as 
paintbrushes are used with 
paint to depict imagined 
places. Photoshop offers 
techniques for creating 
imagined places that look quite 
real. 
Imagined places can be created 
using media and techniques, 
such as drawing/painting/film 
in particular styles and genres. 
Feelings and 
emotions 
about places 
The style of an artwork 
portrays feelings and 
emotions. 
Imagery portrays feelings 
and emotions. 
Materials can be used to 
portray feelings and 
emotions. 
Feelings and emotions about 
places may be expressed 
through the kind of photograph 
that is taken of place. When 
painting a place, the painting 
technique and colour may be 
emotive decisions. 
Feelings and emotions about 
places inspire artworks to be 
created about those places. 
Painting one’s home is a good 
example of this. 
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FINDING – Setting up studios and inviting others in to these spaces/places, or 
engaging with community through community arts work, are some ways artists 
belong to and connect with place. 
 
Moving to Geelong soon after having my first baby meant that I mourned the loss of 
my artistic community in Melbourne. This community had been social, and it was through 
these interactions (going to exhibition openings, having exhibitions, etc.), as well as building 
friendships, that clientele developed and opportunities arose. I dealt with this loss by 
seeking like-minded artistic people in Geelong. I found other artists, who, like myself, were 
parents to young children. In this community, I also found participatory art projects that 
involved me with regional and rural funding opportunities. The lack of dealer galleries and 
artmarket that I’d had in the city was replaced by the plethora of opportunities for 
community art. Moving into community arts impacted my artistic practice, given its greater 
participatory character, and the involvement of many different people with varying 
understandings of art.  
My artistic practice changed from autobiographical-type art that referenced my 
different place identity experiences and my history, to collaborating more with others. My art 
world place, social, and geographical places changed. I learnt how different a regional/rural 
art world is to a city-based one, but also realised art worlds, wherever they are, require 
social engagement to make them work as places. I learnt that, if I was to connect to this 
place as an artist, I needed to embrace these changes. 
Adele had also come to live in Geelong recently, and was engaged in a similar project 
of engaging with her community and finding like-minded people. She created a home-place 
within Geelong, and engaged the community, so that she was no longer an outsider. This 
community and studio/home environment that she created, enables her to have the kind of 
practice that connects her to the communities and natural environment of this place.  
Luigi has a particular circle of friends and family who feature in some of his paintings. 
He combines key people references with his partially-invented scenes in his paintings. 
Luigi’s practice involves researching Melbourne in depth and in this he is “never bored.” His 
more recent plein air painting trips and exhibitions to Mildura and Geelong were because 
he embodies an identity to these places. However, his regional identity is carefully 
considered alongside his dominant identity and reputation as a Melbourne artist.  
Jane created a studio place and a home place. She often referred back to her past as 
distinct eras of her life. She selected catalogued items that were later developed 
conceptually and visually as part of her practice. Like Luigi, she is rooted to her Melbourne-
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based studio and home, but brings the “there” experiences back into her work in these 
places. 
Research about artistic practice and identity place dimensions have focused on 
getting artists to experience a particular region (Byrne et al., 2010; Garrett, 2013; see also 
Smith, 2013), and gathering artists together to explore the theme of place (Freemantle Arts 
Centre, 2012; Shepparton Art Gallery, 2003). Malpas’s exploration of art as a 
phenomenology of place (1999, 2006, 2008, 2010, 2012), and Sheikh’s (2009) notion of art 
as knowledge production, are the closest sources of artistic practice as a way of exploring 
place. Undertaking the current research revealed how places included fields (Bourdieu, 
1990, 1993; Csikszentmihalyi, 1996, 1997, 2004). However, the research also showed that 
each artist had his/her unique way of exploring, knowing, and connecting to his/her 
particular places, and how these particular places interconnected with each artist’s 
identities and practices, as indicated in Table 4.  
 
Research Question 2: How do the artists encounter, use, or draw on, themes of place 
and identity in their creative practice, products, and thinking?  
 
FINDING – Artists encounter place and identity in their artistic process through 
varying levels of engagement with the art world. 
 
 Schatzki (2014) critiqued artistic practice as a social phenomenon where “human 
coexistence transpires as part of bundles of practices and material arrangements. As a 
result, any social phenomenon consists in features and slices of such bundles” (p. 18). I 
argue that these bundles can be understood through the lenses of place and identity, as 
these constructs have been explored and understood in this research. 
  Schatzki (2014) compares his art bundles theory to the theory of Ron Eyerman 
(2006), who regarded art as “a relatively autonomous space of experience as well as 
practice,” and who opposes the description of art as described by Becker as a “world” (art 
world) or Bourdieu as a “field” (p. 32, cited in Schatzki, 2014, p. 28). Whilst Schatzki (2014) 
agrees with Eyerman, he questions Eyerman’s idea that experience and practice “form a 
kind of space within the worlds or fields that Becker and Bourdieu theorise” (p. 28). 
Schatzki explained:  
Experiencing is the encountering-presencing that occurs when perceptual and other 
mental activities and events, now including imaginings, happen. Experiencing does 
not form or occur in anything as distinct as a space; it simply happens as part of these 
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mental activities and events – some of which help compose the practices of art 
bundles and some of which accompany the interventions in the world that pervasively 
make up these practices. (p. 28) 
 
 The individual relationships each artist-participant has with the art world reveals how 
his/her practice and experience provides individual understandings of an art world place 
with which he/she identifies. I, too, would not call this a space within the art world, but 
rather bundles or gatherings of place and identity experiences that determine each artist’s 
interpretation and participation in the art world. These bundles or combinations are 
provided in Table 4. 
 For example, Luigi has a strong identity as a Melbourne artist, following a tradition 
within the art world of “Melbourne Painters” (such as John Brack). Being part of this 
tradition and being part of Melbourne informs his identity as an artist. It also informs his 
style of work. He expressed uncertainty about venturing too far from the style for which his 
customers and art dealers know him. He communicated how other artists in his circle are 
known for plein air painting, and that they have a certain ownership over locations and 
scenes in Melbourne (such as the Westgate Bridge). On this topic, he communicated 
reluctance – “It wasn’t my thing” – and enjoyment – “I like it” – in exploring the plein air kind 
of painting that he is not known for in the art world, and he cautiously ventured out into this 
other kind of artistic practice – plein air painting in Geelong, Mildura and other places. 
Like Luigi, Henry’s identity as an artist is tied in with a tradition of artists who came 
before him. Both male artists uphold this identity and this tradition, meaning they create 
work that has evolved stylistically from past, successful, male artists (but with their own 
signature style). Despite decades of artistic practice, these artists do not deviate much from 
the style for which they have each become known.  
Henry is in the process of inventing an Australian kind of art, as distinct from the art 
movements in Australia that he feels are too influenced by Europe. In this sense, Henry 
partakes in the art world in an active way, as a change agent for Australian culture and 
identity.  
Both Henry and Luigi interpret the art world in unique ways and “play the game” by the 
rules they have worked out. They are aware of their stakeholders (Becker, 2008). Luigi’s 
stakeholders are his audience, and he feels an obligation to paint relevant things for them 
and their place (i.e., Mildura and Geelong). He challenged his art dealer/curator’s 
interpretation of his artistic practice and design of the Mildura exhibition by refusing to 
include some of his older work in that exhibition.  
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Rather than knowing his stakeholders through steady representation by a prestigious 
gallery, Henry knows them by developing his own exhibitions in his studio. His exhibition 
invitations and webpages reveal he is active and strategic about marketing himself.  
Adele expressed uncertainty about where she fitted in the art world as an artist. This 
was partly to do with her science background, being a recent graduate of art school, and 
therefore relatively new to this field. She is learning how to become involved with group 
exhibitions with other artists, and is generally trying to understand the art market. Adele has 
entered her artwork in a number of prizes and group exhibitions, and communicated how 
ridiculous these endeavours were with their high costs and gamblers’ return. She 
expressed some frustration about her perception of the rules of the game (Bourdieu, 1990) 
of which she was not part. 
Both Adele and Jane had had training in textile arts, meaning that they did not have 
the traditional art school training that elevates one’s reputation to the “high art” status that 
art world stakeholders seem to value. With the postmodern movements of the art world, 
traditional female arts and crafts formed into classes of art (Dickie, 1984). Textile art was 
one of these. As recently as my own art school experience in New Zealand (1985–1989), 
professional artists were not encouraged in textile art; it was looked down upon as craft. 
Today, Adele and Jane create textile-inspired artworks, despite lingering, unsupportive 
attitudes of the larger art-community. Their identities and interests in the textile- and craft-
oriented aspect of the art world have not been overly swayed by trends or traditions of the 
historical, conventional art world. These two artists identify with like-minded artists, who are 
supported by organisations, such as TAFTA,53 that value and support traditional and 
contemporary textile art. Adele and Jane continue to create art whether or not there are 
sales and an artmarket, because it is a kind of vocational calling.  
My autoethnography reveals how I learnt to work in the art world by first navigating a 
male hegemonic art school education with my feminist insights. I then worked in Auckland 
amongst artists who were supported by a prominent New Zealand art patron. I have 
exhibited in Auckland, Wellington, Melbourne, and Geelong, and my lived experiences in 
each of these cities helped me to develop my metaphorical-place understanding of the art 
world. I have an insight into the art world, as a whole, through the many artists around the 
world about whom I have learnt, through my own work in galleries, and through teaching 
art.  
 
                                                
53 TAFTA is the The Australian Forum for Textile Arts. 
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FINDING – The artists’ places inspired their artworks in ways that were social, 
environmental, cultural, remembered, politicised, visualised, material, and 
experienced in other sensory ways.  
 
Grosz (2012) documents that art is placemaking, because of the act of taking a 
material from place and moving it through the act of making art. Each artist did this in his or 
her own unique ways.   
Jane draws on material memories that have been collected and catalogued in terms 
of place names (labels). She then includes these (or replicas of these) in her collage-like 
works. Adele explores the large place of the environment with which she identifies through 
materials, including: felt, newspapers, moss graffiti, and paint. Henry transforms timber and 
paint to explore what he identifies with as an Australian. Luigi explores images of his 
place(s) from real-life and imagination – mostly through drawing and painting.   
Table 4 maps the material considerations of place, along with its counterparts: 
technique and subject matter. Visual artists have the propensity to explore visual spatial 
awareness or textural hands-on work with particular materials (such as clay or paint), as 
Csikszentmihalyi (1996) suggests. However, the visual aspects of artists’ explorations of 
place and identity mean that they explore images of place through their selected images 
and materials. Their material and visual choices are important for understanding their 
experiences of place and identity through visual artistic practice. Materials reference 
cultural Identities and personal identities. It could even be, as Bolt (2011) suggests, that, 
“creation is not the domain of the artist, but rather evolves in the powerfully charged social 
relation of conversation between tools, materials and the artist” (p. 154). Social and 
material ingredients invoke artists to create as a way of making sense of their places and 
selves. 
 
FINDING - Artists created their own kinds of places that drew on a combination of 
physical, material, abstract, remembered, conceptual, and metaphoric places.  
 
Aspects of each artist’s place informed their practice according to combinations of the 
seven ways presented in the first column of Table 4. As mentioned earlier, these were 
sometimes nested combinations. An example of this is how being in physical places 
triggers imaginative thinking and draws on memory: Luigi’s examples of being in Docklands 
or in the Crown Casino, show how he collected information from being there (observational 
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drawing), but also jig-sawed together memories of the place, and embodied feelings about 
the place, from the past and present.  
Multiple experiences of different places, and physical, material, abstract, remembered, 
conceptual, and metaphoric places were captured in the style, mood, and feel of some 
artworks. An example of this is when Luigi sought to capture the alienation of people in the 
casino and pointed out what “a sad place” it is. Interestingly, of the seven dimensions of 
place in Table 4, only one is physical. 
This research shows that despite being in a location, many other place experiences 
inform the experience of “being” in a locale. Therefore, artworks are not necessarily about 
the place experience of being in a locale (Malpas, 1999, 2012), but, instead, are bundles 
(Schatzki, 2014) of social and other dimensions of experience that emerge through artistic 
practice. This means that one artwork cannot define an artist’s place; multiple artworks 
would show varying combinations of place influence for each artist, and also varying 
degrees of identity in the way each work bundles place-experiences. 
 
FINDING - These invented places within artworks could be understood as phase 
spaces 
 
DeLanda’s (2011) ideas about “phase space” refer to the transferral of real spaces, 
such as Second Life, from actual worlds. As mentioned in Chapter 2, phase space is 
determined by a point of relativity that makes the virtual (real) space function with a 
dynamic similar to actual space.  
For Jane, images are sourced from memories of working in the remand centres, her 
birth country, other place-experiences, and material artefacts. These aspects of her past 
are real. In her art, she creates imaginary places that include references to those real times 
and places (i.e., train tickets, theatres tickets, passport). Jane’s Russian church paintings 
are an example of how she brought imagined and real images and meanings to gather and 
create her own places as paintings. 
Luigi creates fictional scenes based on his research in the city of Melbourne. He adds 
himself, friends, or props into these scenes (i.e., the “Docklands” and “Casino” paintings). 
Pictorial elements were added to these “invented places” in order to create the right “feel” 
and emphasise perspective in each scene. When creating paintings, Luigi is showing his 
own identity with these nested places, as well as the overarching place of Melbourne. 
My invented scenes of artworks, such as Three Graces (Figure 3), Surrender (Figure 
13), and Bird Party (Figure 2), began with an idea for a figurative drawing. The painting 
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developed from my attempts to paint such imagery whilst exploring (through paint effects 
and form) the kind of landscape or interior setting in which I wanted to place subject matter. 
Like Luigi, my pictures are quite theatrical. My interest in certain places, styles, dresses, 
and so on, is what causes the picture to develop into something that represents my identity. 
The places that ensue in my pictures are imaginary, surreal, and based on places with 
which I identify. 
Lamberg’s (2011) transferral of spaces or places is a similar concept to DeLanda’s 
phase space (2011). Lamberg’s ideas relate to the element of fantasy that Luigi, Jane, and 
I have exercised in our practices, as can be understood from the following quotation: 
Places of fantasy, such as the setting of myths or folk tales, can reflect elements and 
contours of concrete physical places. Even ideas about the afterlife are not free from 
the spatial imagination. Both learned and popular medieval descriptions of hell, for 
example, are expressed through references to spatial features such as “a waiting 
room” a “narrow bridge” amid the deepest gulf. (Lamberg, 2011, p. 12) 
 
Creating these places as artworks could be understood as acts of: 
1. Creating one’s own place (being God); 
2. Trying to escape reality; 
3. Making sense of different places by bringing these together as a surreal image; 
and/or 
4. Bringing the different place experiences together to be innovative, kooky, or 
outrageous. 
Artists, after-all, have the freedom to break rules, challenge boundaries, and are in the 
business of being innovative.  
Research Question 3: In what ways do the artists’ places influence their 
constructions of identity? 
 
FINDING – Sometimes artists used their places and practices to construct place and 
identity. 
 
It has been repeated throughout the findings that creating art is a way of bringing 
together disparate elements that are relevant to place and identity. Jane called this “a mish-
mash,” Luigi called it a “jigsaw,” and Adele called it “interconnection and exchange.” 
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Bringing together disparate elements through the process of creating visual art is to create 
aesthetic compositions of elements. These elements can also be understood through the 
lens of “place inspired experiences” and/or pictorial, design elements (line, tone, shape, 
colour, texture, pattern).  
As people construct their identities over time (Bruner, 1986, 2004b; Goodman, 1984; 
McAdams, 2008), they reference their experience of being or becoming in place. As 
captured in Table 4, elements that are assembled, jigsaw-ed, or mish-mashed, have been 
sourced for each artist’s domain or place experiences that also draw on childhood, 
schooling, education experiences, and role models. Table 4 shows aspects of place, 
including the influences of art traditions, or the artist’s awareness of stakeholders, that 
come to bear on artistic practices and identities as artists. Artists do not only construct their 
identities through narratives (Bruner, 1985, 1986, 2001, 2002, 2004a, 2004b; McAdams, 
1996, 2008), but also through narrative-type constructions of place and identity 
experiences. 
This research reveals how artists (and most likely other people) do not just explore the 
places in which they live. This highlights a need not to limit research to investigations of 
where people live, but, instead, explore all the possible “other” place experiences, in all 
their myriad forms.  
Luigi for instance, has a close affinity with parts of Victoria and his place of birth, Italy, 
but chose to use Melbourne as the place where he bases his artistic practice. This place 
(Melbourne) is where he conducts much of his research as an artist. He also ventures out 
to other parts of Victoria on painting expeditions, and, through the course of the interviews, 
he constructed his identity to Geelong and Mildura, as well as Melbourne.  
These multiple places, and numerous but overlapping identities, contrast with my 
experience of art dealers preferring artists to be associated with one place and to be known 
for one genre. The preference for a single identity and operationalisation of place, within 
each discipline, has its roots in the traditions of artists who are known for a particular place, 
style, and genre, and who have worked with one particular medium. The world famous 
artist, Henry Moore is probably most known for his public sculptures, yet he also paints and 
draws a lot. This research challenges tendencies to promote artists as having a single 
identity as a certain type of artist associated with one particular place.  
Luigi also alluded to this with his comment that one gallery curator wanted to show his 
Melbourne art, but Luigi wanted to challenge this known artist identity as a Melbourne 
painter. He did this by providing his audience in regional Victoria with artwork he created 
from Geelong and Mildura, as these represented his places and identities. 
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FINDING – Artistic practice enabled the bringing together of multiple places, multiple 
homes, and places within places to construct identities. 
 
Having identified the disparate elements that make up each artist’s notion of place, 
artistic practice can be understood in three domains: (a) being “in-place,” (b) reflecting on 
experiences of place through sensory experiences, and (c) engaging place through working 
with materials that represent that place. This seems to be the way in which artists draw 
together multiple place-experiences and identities, and/or notions of self. This perspective 
fits with Malpas’s (2012) theory that the unitary topos of his three conditions of place 
gathering contains within it “an essential indeterminacy and multiplicity” (p. 13). 
The unitary topos includes the linking together of multiple homes, as in the case of 
Henry and Adele, and bringing back past place experiences of home and work 
environments to be part of artistic practice, for Jane and me. Luigi gathers together different 
aspects of Melbourne in his paintings that are based on nested places (see Bachelard, 
1994; Malpas, 1999) within the larger place with which he identifies (Melbourne). The 
nested places are also the Crown Casino, the National Gallery of Victoria, Docklands, and 
the view outside his window. These are further nested within him and in his artworks – 
particularly in the way he includes himself in his paintings.  
My artistic practice, like the practices of Adele and Henry, link two homes. Each artist 
does not have just one home-place, but multiple home-places.  
The current research shows that place is multiple, identities are multiple, and artistic 
practice has the power to knit multiple places and identities together.  
 
Implications and recommendations 
 
I end this thesis with a discussion of the implications of my research within the areas 
of artistic practice, art therapy, art education, and arts policy.  
 
Implications and recommendations for artistic practice 
 
The research has shown that artists navigate different identities, and some artists 
designate spaces or places where they focus on their artist identities (i.e., studio) and 
compartmentalise these place/identity categories. This was demonstrated by Jane, who 
had once been a welfare worker mixing company with a particular group of people in a 
suburb of Melbourne. She refers to this as a “past life.” Past episodes of her migrant 
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journey from Croatia, which involved living in different places, were also compartmentalised 
and categorised through the way she catalogued and labelled material artefacts from each 
of these times and places. She re-visited these past aspects of her life through her artistic 
practice. 
Adele, however, juggles multiple identities, all in one place. Her home is a burgeoning 
environment of animals and plants (nature) that also encompass the cultural heritage with 
which she is familiar from her childhood. She created a nest for her family, along with a 
studio space for herself, in which she gathers her place and identities into one place that 
gives justice to her multiplicity and complexity.   
The multiple identities that each artist constructed, and the different kinds of place 
configurations that affected them, show that artistic practices are more than just creating 
artefacts that reference ideas about place or identity. It shows that some visual artists 
create art out of a myriad of place experiences that reference their past place, current 
places, imagination about place, memories of place, and different identities with places. 
This draws on many different experiences that are often embodied.  
This research has been an effective way to document how capable artists are of 
working with multiple experiences, images, ideas, and materials in an experiential way. The 
multidimensional, and, at times messy, nature of this methodology has revealed how these 
artists are able to do this through their own individual practices, drawing on art world places 
as well as their own childhood, home, or other personal places. The narrative accounts 
reveal how the five artists in this study were able to capture multiple places in each artwork, 
and how these combinations of place contributed to their identity construction. Luigi, for 
example, started to identify as an artist of “other artists’ places,” given the opportunity to 
dialogue on his lesser-known plein air work in regional Victoria. To this end, his identity was 
broadened to encompass more than his perceived Melbourne-artist status. As Adele said, 
artists are “part of a deep exchange” with their different places. 
Artistic practices are wide and varied, and there are no hard and fast rules about this. 
However, for each artist in this thesis, the creative process of making art was experiential. 
Exploration of materials, concepts, imagination, aesthetic considerations, and experiences 
of different places (including the art world), was the condition from which each artwork 
emerged. Reflecting on these dimensions, with reference to five of their artworks, artistic 
processes, and other life experiences, reveals insights into the phenomena of place and 
identity for each artist. It is recommended that place and identity considerations are 
included in artistic practice, documented when writing about artists, and incorporated into 
  211 
the teaching of artistic practice in art schools. Place should be explored and understood 
through visual artistic practice, as it has been in this research, in the following ways: 
1. Through experience that can include sensory, memory, imagination, and the experiential 
way of creating art. 
2. Physically, in terms of the ground, landscape, the elements our bodies experience, and 
so on from being in a locale. Spatial considerations are included in this, as we experience 
spaces physically with our bodies being in spaces and moving through spaces. 
3. Materially, through the materials an artist chooses to use or is resigned to use because 
of:  
Ø His/her environment,  
Ø His/her society and/or culture,  
Ø Conditions, trends, or conventions of the art world (archival materials, degradable 
materials, computer generated, etc.)  
4. Environmentally, which can incorporate knowledge of the environment (science, 
biology, global warming, etc.) and experiencing the environmental through our art, as an 
ecology of which we are part.  
 
Implications and recommendations for art therapy 
 
One of my inspirations to conduct this research was a sense of helplessness and 
concern for the many refugees and migrants who were arriving in Australia and New 
Zealand from 2009 onwards. I wondered how these people dealt with their feelings of 
displacement and homesickness – as Jane said of migrants, “their place is often still the 
place they left.” My artistic practice had provided me with therapeutic means to process my 
feelings and come to terms with being in new places and constructing my identity(s) 
accordingly. Importantly, my artistic practice connected me to a culture and provided me 
with an occasional source of income. As a creative arts therapist, I am currently working on 
developing the insights of place, identity, and artistic practice that have emerged from this 
research into art therapy workshops, in order to assist people to explore connectedness to 
place, and process feelings of homesickness and displacement. 
Phase space (DeLanda, 2011) theory is useful as the representation of real and 
imagined places are often considered in art therapy. When clients create images in art 
therapy, the art therapist works with the client to find out what the artworks mean for them. 
From this process, and with a number of artworks over time, insights can be gained as to 
what the invented or real places are, why they are grouped or assembled in a particular 
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way, and what these images mean symbolically to the client. Developing this understanding 
through working together helps each party to understand what the identity and place issues 
are for the client. The analysis of place and identity through the phase space and the other 
lenses presented so far (summarised in Table 4) will be useful for my future work in this 
field and could be developed into a guide for identifying place/identity representations in 
visual art.  
  
Implications and recommendations for art education 
 
Implications for art education from the research findings are: the importance of time, 
access to materials, and pedagogical approaches that enable students to engage in artistic 
processes in order to explore their own place and identity. Time and place are fundamental 
to artistic practice, yet, in school environments, the pressure on timetabling squeezes art 
into short periods of time, making art education problematic. The domination of spatial 
thinking (Casey, 1997) lingers in education institutions; this kind of thinking has historically 
informed education institutions, with the usual 50 minute lesson ordered classrooms with 
regimented rows of desks, and time-limited examinations, and these might be more 
conducive to the time-place conditions of art. 
The Australian Curriculum (ACARA, 2014) recognises how important the artistic 
process is in art education, yet I have witnessed many art teachers focusing on students’ 
creation of an end result (artefact) at the expense of a quality process. The shift away from 
the end result to the process itself, as has been explored through the narratives of the 
artists in this study, is key to realising that artistic processes are not just aesthetic, 
technical, material-based, or conceptual, but also personal and place-based. From these 
insights, I promote art education that incorporates ways of communicating the “realities” of 
the creator, and his/her world, through experiential and experimental artistic processes, 
rather than focusing on creating “idealised images” (de Botton & Armstrong, 2012, p. 20). 
Research has previously been conducted into the importance of place-based art 
education (see Gradle, 2007; Graham, 2007), however my current research findings could 
be used specifically to design innovative art activities in education that directly relate to 
artists’ experiences. Drawing on the themes that emerged for the four artist-participants, I 
have designed and begun implementing learning modules to teach students about their:  
• Multiple identities (rather than each person’s single identity); 
• Connections to the natural environment; 
• Links to culture, place, and identity;   
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• Interconnections of self and place (the natural environment, especially) through the 
materiality and concepts of their artwork; 
• National identity(s). 
In doing so I have prioritised:  
• Learning about Indigenous peoples’ perspectives of place and identity, with a 
particular focus on pattern; 
• Exploring connections (or dis-connections) to land (links to Australian Indigenous 
culture); 
• Exploring material memories from the past (i.e., bringing objects into class, to explore 
with visual art as Jane did); 
• Drawing on cultural and social environments (places) to create art; 
• Exploring the theatrically costumed self (with a focus on persona). This is done with 
hand-made or photoshopped54 collage and/or exploring avatars in Second Life; 
• Exploring imagined places in artists’ artworks, and through students’ own art; 
• Exploring the theme of unsettled places in art history, and in students’ own art;  
• Exploring the theme of being A foreigner in foreign places in art history, and in 
students’ own art; 
• Exploring what student identities are to geographic and social places (Drawing over 
maps, deconstructing maps, etc.); 
• Exploring the art world as a place (essential for senior secondary and tertiary art 
education); and 
• Partially inventing places by painting or drawing imaginary scenes (and placing 
images that represent selves in these scenes). 
 
These ideas can potentially transform teaching practice and offer arts-focused, place-
based education for students.  
My research reveals that information from the narrative accounts of artists is important 
to include in the stories about artists, so, wherever artists are studied, I think the focus of 
their place and their identities should be foregrounded. My research shows that this should 
help to better understand artists’ work, rather than relying on the more common focus – the 
end result (the artefact).  
 
Implications and recommendations for arts policy 
                                                
54 By photoshopped I mean that images are digitally manipulated using the computer software Adobe 
Photoshop. 
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The hermeneutic differences and combinations of each artist’s past and current lived 
experience show that artistic practices are likely to explore nuanced place-experiences. For 
example, Jane found inspiration to collect and catalogue material memories from past 
places in order to come to terms with a childhood journey of travelling and living in multiple 
places. I have drawn, painted, and sculpted a dress that has deep symbolic roots to my 
identity with ancestors, and the women of my culture. Inventing and exploring this visual 
symbolic imagery has been a way to understand my places and myself. The narrative 
accounts of Luigi and Henry provide insights into two artists, both influenced by the macro-
narratives of Australian artists in that they hold some artists up as role models, but 
navigating their own paths as artists away from this – paths that are informed by place and 
identity issues. 
Within the competitive, mainstream art world, with its pressure to sometimes brand 
the work of artists in order to enhance sales, the deep insights into each artist’s place and 
identity can be subsumed by the metanarratives of art in the art world, and/or the 
metanarratives of art history (see Gadsby, 2014, for an insight into how the metanarrative 
of Australian history and identity, told through the metanarrative of Australian art history, 
can be challenged). Therefore, it is my hope that funding criteria for artists should look 
beyond those whose artwork falls within a narrow concept of what is considered safe 
because it is trendy or perpetuates certain traditions of art. I hope that my research shows 
the value of place and identity in art and that funding bodies and gate-keepers of the art 
world will value good artwork that explores place and identity in innovative ways (see Scott, 
2011). 
Art history has shown us that art of some cultures has been preferred over others. 
Indigenous art practices of the world foreground place and identity issues. Valuing artists, 
as ambassadors of their unique understanding and representation of place and identity, 
provides a level playing field for artists of different cultures, and has the potential to address 
racism in judging art. The art world has accepted different social movements (e.g., graffiti 
art), political movements (e.g., Guerrilla art), and environmental art, so I am confident that 
the art world will continue to embrace different views of place and identity communicated by 
artists. I therefore hope my research will shed light on how place and identities are 
important for western artist as well as Indigenous artists of the world.  
A further implication and recommendation for policy is that the current research 
reveals that artists navigate multiple identities that come from being in different places 
(including fields such as the art world and other professions), and are therefore multi-
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skilled. Such artists source income from multiple careers. I juggle my artistic practice with 
teaching, art therapy work, and running a household. Henry and Luigi both teach, and 
Adele manages her household with her husband’s financial support. These career 
trajectories can inform artistic practices and identities, and should be more realistically 
considered in definitions of how an artist survives and what an artist is.  
 
Recommendations for research (Methodologies) 
 
Narrative analysis has provided insights into ways in which artists conduct research 
as part of their art practice. It also shows unusual ways in which their practice reveals 
insights into place and identity. This provides insight into novel ways in which the 
approaches of each of the five artists in this study could be adapted as arts-informed or arts 
practice-based methodologies. These are listed and summarised below: 
 
The walking and observing methodology 
 
Luigi walks through and in a place (Melbourne). In conjunction with this, he sits, draws, 
and photographs. This is an important way of getting to know a place from perspectives 
that encompass multiple vantage points, media, and practice. A number of researchers 
have explored the relational art and pedagogical benefits of walking methodologies (see 
Ingold & Vergunst, 2008; Springgay, 2011). Springgay (2011) traces walking 
methodologies back to the flâneur of early 19th-century Paris who “was portrayed as a 
disinterested, leisurely observer (invariably male) of the urban scene” (p. 644). Similar to 
Luigi, the flâneur would wander in crowds to observe and be observed. This “aesthetic and 
critical impulse” influenced in the ideas and practices of the Dada movement in 1920’s 
Paris (Springgay, 2011, p.644). Walking methodologies sit in the category of mobile 
methodologies (see Hein et al., 2008) where researchers interact with the dynamics of 
Places for a rich multi-perspective insight into Places.  
 
Cataloguing artefacts with place names 
 
Jane’s habit of collecting material items from her past, and storing and labelling these 
according to place names, is a way of researching place. It is also a way of researching 
identity, given the insights such catalogued data provide for Jane. This model of collecting 
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could be applied to a number of research topics, and would involve participants collecting 
material artefacts over time, or through memory recall.  
 
Investigating a personal symbolic image 
 
This methodology comes from my own artistic practice in which the symbolic image of 
the dress has emerged across time. I facilitate a range of lessons for my art students to 
explore their own imagery in the hope that they will also find a profound symbolic image 
that represents them in a meaningful way. Such symbols, I believe, encompass the 
diversity of one’s past lived experience place, and therefore identity, as I have explained my 
dress symbol does. Therefore, continuing this kind of methodology in research (as well as 
art education) would be a valuable way to inquire into such gathered constructions of self 
and place, through visual artistic processes and the metaphoric images that result from this. 
 
Finding the interconnections of place and self  
 
The interconnections of place and self methodology are identified in the ecologies of 
nature: the social and/or cultural, as they have been explored through visual art. This is a 
methodology that situates people in and as part of their environment, in a similar way to 
Indigenous people’s relationship to their environment and culture. This methodology 
involves recording multi-modal material and narratives of the experiences of being situated 
in natural, cultural, or social places. Borrowing from London (2003), this might involve lying 
in a forest so as to experience being in nature, rather than looking on from a distance. I 
would encourage people to not only depict the visual appearances of places, but also 
research the many natural patterns that make up this place. Likewise, community arts 
enable being in society and culture, rather than sitting apart from it, so community arts 
projects relate to this methodology well. “Patterns” are the key to this methodology, and 
natural environmental patterns can be researched through digital recordings, mapping, 
sonic recording, or drawing.  
 
Future research 
 
In addition to these methodologies and the research projects that could develop with 
them, future studies could draw on arts practice as research to learn about places within 
Australia of which little is known. The many new suburbs that are fast appearing due to 
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urban expansion of Australian cities are one example of place-based research project 
opportunities in which artists could be involved, especially given the growth of community 
art commissions.  
Having understood the dimensions of place, displacement, home, and so on in this 
research, I continue to worry about how refugees deal with their displacement, given they 
are often in survival mode and do not have the means to explore such feelings artistically 
(lack of facilities, materials). Future research could investigate ways to assist local migrant 
support groups with art therapy, drawing on the myriad ways in which artists explore place 
and identity, as has been highlighted by this research.  
Given that artists have played a part in developing some of the more desirable and 
interesting suburbs of Melbourne (i.e., St Kilda and Fitzroy), a future study could explore 
how such developments took place and how artistic (or fringe) culture contributed to these 
places. A further study could examine where those artists now live (myself included) – 
having been forced out of such places (due to the rise in real estate value) artists once 
played a part in creating. Given that large populations of artists and creative people have 
moved out of city suburbs (like those mentioned above), research into such place-based 
migration of artists is a legitimate proposal for research in Australia, as explored in the 
Creative Cities project in the UK.55 It would be interesting to learn how artists contribute to 
the development of their new places, as Adele and I have done in Geelong. Such studies 
could benefit urban development and town planning. 
 
Conclusion 
 
My research revealed multiple dimensions of place (see Table 4), and the multiple 
dimensions of artistic practice that map against these. The research showed how we are 
also situated in our various places or fields, with our role identities to each of these fields 
(separate or overlapping).  
Physical locales included geographical locations, being in a suburb, an urban, or rural 
environment, and so on. These physical sites were: 
- Where art was created (studios, homes, community environments); 
- Where art was researched (studios, homes, natural environments, community 
environments and the library); 
                                                
55 The Creative Cities project in the UK explores alternative and creative ways of using spaces, changing the 
use and aesthetics of disused or under-used industrial or urban sites, and more. See 
http://creativecities.britishcouncil.org/ 
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- Where the artist lived (as this informed his/her relationship to the art world, social 
fields, sense of home, etc.); 
- Where the artist had attended art school or was continuing to attend art classes as 
ongoing professional development or identity-nurturing as professional artist; and 
- Where the artist travelled to and experienced formal or informal artist in residence 
opportunities. 
 
The artists’ work referenced other place experiences such as: 
- Memories of being in places or sites.  
This included using memorabilia in its physical form – material memories. For 
instance, Jane had collected memorabilia from her childhood and teenage years, 
and stored these in suitcases and boxes, which were labelled with the name of the 
place to which they corresponded. She sometimes opened up these “time 
capsules” and used these items to inspire her artworks, or include in her artworks.  
- Social references. 
All artists observed social happenings and tried to capture some of these ideas in 
visual form.  
- Conceptualising the natural environment.  
Two artists in the study explored abstract understandings of being in the 
environment. Adele did this through exploring biological understandings of nature, 
and showing her work to make a connection to people about her environmental 
concerns. I did this by being in and with place, painting partially-invented scenes 
loaded with patterns from that place. 
- Painting or drawing partially-invented places.  
These artistic processes drew on their experiences of actual, remembered, and/or 
imagined sites. Two of the artists placed themselves in these scenes as a 
figurative element – as if to say, “I am here. This is my configuration of place and 
identity that has occurred from this artistic process at this moment of my life.” In 
this sense, these artworks represented physical and abstract sites of practice that 
were auto-ethnographic.  
 
Ideas about place and identity have been narratively constructed throughout the 
research project and have revealed that places and identities are interconnected. The 
theoretical framework supported the multiple notions of place and identity as they were 
grounded in hermeneutic experiences. The research explored ways in which place and 
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identity could be understood and experienced by visual artists’ practices. The findings 
showed how artists explore and know place through the creative artistic process of creating 
art, which tends to be experiential and takes time. It shows that, when doing this, artists do 
not operationalise place (Hubbard et al., 2004), but gather disparate elements of their 
places to understand who they are and where they belong.  
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Appendix A 
The Concept Map 
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Appendix B 
                     List of questions for three interviews with artist-participants 
 
 
Interview 1/3 (guiding questions)  
1. Can you tell me about your creative – artistic practice and the kind of art you make? 
2. In what ways is place important to your creative-artistic practice? 
As content (you make things about place) 
As process (the place where you work is important in your practice) 
As product (you are interested in making statements about place/places in your 
work) 
Other? 
3. What has precipitated this interest in place in your practice? 
4. How is this realised in your practice? 
5. In what ways does identity play a part in your practice (content, processes, product, 
other) 
6. Can you identify any issues or learning about self or identity that may have emerged 
from your practice in general? 
7. Reflecting on what you have just said about your artworks, can you tell me how you 
have come to know this? 
(I will refer to practice, thinking or to each artefact that may have been mentioned in 
question 1) 
8. What has been the most powerful experience for you exploring issues of identity 
through your work?  
9. What has been the most powerful experience for you in learning about a sense of 
place through your work?  
 
For next session, I would like you to select five of your artefacts that encompass 
meaning about identity and or place for you. We will have the discussion around these 
works. 
 
10.  Any other comments? 
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Interview 2/3 (guiding questions)  
 
1. Reflecting on each of the works you have selected to show me, can you explain why 
you have chosen these works?  
2. You noted ……… Would you tell me more about that? 
3. Was there anything of significance about place and/or identity at the time of creating 
each of these works? 
4. Can you explain the place you lived in at the time of creating each of these? 
5. What is significant about place identity in reflection of each of these works now? 
6. How did you come to understand this about these artefacts? 
7. What is significant about place identity in reflection on each of these works now? 
8. How did you come to understand this about these artefacts? 
9. I observe (features or subject matter in the artefacts). Would you tell me more about 
how that image came about? 
10.  Did you explore this (theme, topic, issue) in other works?  How? 
11.  Any other comments? 
 
Interview 3/3 (guiding questions)  
 
1. Having had an opportunity to review the transcripts of our last conversations, what 
further things would you like to add to what has already been covered in our last two 
interviews? 
2. What information do you have about issues of place in your work? 
3. How do think these issues, themes or topics emerged in your work in this way?  
4. What information do you have about content of discussions so far about identity? 
5. How do think these issues, themes or topics emerged in your work in this way?  
6. Thinking through our conversations and our experiences, how might you work with 
place in future? Why? 
7. What role do you think issues of identity will play in your future work? Why? 
8. Any other comments? 
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  Appendix C 
              Consent form for artist-participants 
 
 
 
 
 
CONSENT FORM 
PHD candidate:  
Shelley Hannigan 
Tel: 0428340710 
Hm: (03) 53440057 
Email: 
Shelley.hannigan@deakin.edu.au 
 
PHD TOPIC: 
 
 
                                      Consent form for research participants 
Study title:   Placing identity, identifying place: An Investigation of the role of place 
and identity in artistic thought and practice. 
 
 
Researcher:  Shelley Hannigan 
 
Purpose: - This study investigates the creative-artistic practice and thinking in visual art 
that relates specifically to issues of place and identity. 
Duration: - The duration of my participation in the project will be approximately six months 
(between November 2011 – April 2012)  
Procedures: - I understand that I will participate in three individual interviews. I understand 
that I will be asked to review accounts of each interview. 
Risks: - I understand that there is a minimum risk that I might feel embarrassed during the 
interview. However, I may refuse to answer a question or withdraw from the interview 
process at anytime without prejudice. 
Benefits: - I understand that my participation will benefit the visual art community and art 
education community through providing new knowledge on creative-visual artistic thinking 
and practice.  
Confidentiality and privacy: - I understand that my confidentiality will be maintained 
through the use of pseudonyms. To prevent identifying personal details on any written 
reports arising from the project, cross-references from pseudonyms to real names will be 
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kept in an electronic password-protected file on a secure server at Deakin University for a 
period of 5 years, after which it will be destroyed. 
Voluntary Participation: - I understand that my participation is entirely voluntary. I may 
choose to withdraw from the project at any time without effect or explanation. Should I wish, 
I may also withdraw any data contributed to the study at that time.    
Contact details: - I understand that should I have any further questions in relation to this 
project I may contact Shelley Hannigan (email: shelley.hannigan@deakin.edu.au; tel: 
0428340710) or Professor Margaret Barrett (email: m.barrett@uq.edu.au; tel 07 33653514; 
fax 07 33654488). 
Feedback and Results: - I understand that I shall be forwarded a summary of any 
publications arising from this study.  
 
This study has been cleared by one of the human research ethics committees of the 
University of Queensland in accordance with the National Health and Medical Research 
Council’s guidelines.  
This study adheres to the Guidelines of the ethical review process of The University of 
Queensland. Whilst you are free to discuss your participation in this study with project staff 
(contactable on 04283407210 or (03) 52440057), if you would like to speak to an officer of 
the University not involved in the study, you may contact the Ethics Officer on 3365 3924. 
The procedures and ethical implications of the study have been fully explained to me and   I 
give my consent to participate in this research: 
Participant: 
Name:………………………………………  Signature: …………………………… 
Date: ……………………………… 
Participant Witness: 
Name:………………………………………….. Signature:…………………………. 
Date: ……………………………… 
Chief Investigator: 
Name: Shelley Hannigan                 Signature:…………………………………….. 
Date: …………………………. 
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Appendix D 
    Consent form for autoethnographic-informants 
 
 
 
Consent form  PHD candidate:  
Shelley Hannigan 
 
Tel: 0428340710 
Hm: (03) 53440057 
Email:Shelley.hannigan@deakin.edu.au 
 
PHD TOPIC: 
 
 
                                      Consent form for research participants 
 
Study title:   Placing identity, identifying place: An Investigation of the role of place 
and identity in artistic thought and practice. 
 
Researcher:  Shelley Hannigan 
 
Purpose: - This study investigates the creative-artistic practice and thinking in visual art 
that relates specifically to issues of place and identity. 
Duration: - The duration of my participation in the project will be approximately six months 
(between May 2012 and October 2012).  
Procedures: - I understand that I will be asked to review and account of the researcher’s 
artistic practice and thinking. I understand that I will participate in one individual interview 
and then be asked to review an account of this interview. 
Risks: - I understand that there is a minimum risk that I might feel embarrassed during the 
interview. However, I may refuse to answer a question or withdraw from the interview 
process at any time without prejudice. 
Benefits: - I understand that my participation will benefit the visual art community and art 
education community through providing new knowledge on creative-visual artistic thinking 
and practice.  
Confidentiality and privacy: - I understand that my confidentiality will be maintained 
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through the use of pseudonyms. To prevent identifying personal details on any written 
reports arising from the project, cross-references from pseudonyms to real names will be 
kept in a password protected electronic file on a secure server at Deakin University for a 
period of 5 years, after which it will be destroyed. 
Voluntary Participation: - I understand that my participation is entirely voluntary. I may 
choose to withdraw from the project at any time without effect or explanation. Should I wish 
I may also withdraw any data contributed to the study at that time.    
Contact details: - I understand that should I have any further questions in relation to this 
project I may contact Shelley Hannigan (email: Shelley.hannigan@deakin.edu.au; tel: 
0428340710) or Professor Margaret Barrett (email: m.barrett@uq.edu.au; tel 07 33653514; 
fax 07 33654488). 
Feedback and Results: - I understand that I shall be forwarded a summary of any 
publications arising from this study.  
This study has been cleared by one of the human research ethics committees of the 
University of Queensland in accordance with the National Health and Medical Research 
Council’s guidelines.  
This study adheres to the Guidelines of the ethical review process of The University of 
Queensland. Whilst you are free to discuss your participation in this study with project staff 
(contactable on 04283407210 or (03) 52440057), if you would like to speak to an officer of 
the University not involved in the study, you may contact the Ethics Officer on 3365 3924. 
The procedures and ethical implications of the study have been fully explained to me and   I 
give my consent to participate in this research: 
Participant: 
Name:………………………………………  Signature: …………………………… 
Date: ……………………………… 
Participant Witness: 
Name:………………………………………….. Signature:…………………………. 
Date: ……………………………… 
Chief Investigator: 
Name: Shelley Hannigan:           signature:…………………………………….. 
Date: …………………… 
 
 
